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DER RING DES NIBELUNGEN 
AT HER MAJESTY’S THEATRE. 
By FR. NIECKS. 


ALL doubts as to the fate of Wagner’s tetralogy in this 
country were set at rest by the successful first per- 
formance, which took place on the 5th, 6th, 8th, and 
oth of May. The audience followed the course of the 
work with the greatest attention and interest. 
Siegfried was received somewhat coldly. 
dimmerung, on the other hand, produced real enthu- 
siasm ; and the hearty applause after each scene of Das 
Rheingold, and the still heartier applause after each 
act of Die Walkiire, bore witness to the high degree 
of satisfaction which these two dramas gave. The 
performance of Der Ring des Nibelungen was in many 
respects unsurpassable. So great a number of artists, 
no less distinguished as actors than as singers, never 
trod the stage of Her Majesty's Theatre. Mme. 
Vogl’s Briinnhilde and Herr Vogl’s Loge and Siegfried 
were impersonations which it is impossible to admire 
too much or praise too highly. These artists lack 
none of the qualities which nature can bestow, study 
acquire, and enthusiasm awaken. . Herr Niemann, who 
was in excellent voice, sang and acted as Siegmund 
with a power which made a deep impression. Mme. 
Anna Sachse-Hofmeister’s representation of Sieglinde 
was full of subtle charm and moving pathos. Herr 
Scaria rendered the by no means grateful part of Wotan 
with much dignity in tone, accent, and gesture. Mme. 
Hedwig Reicher-Kindermann’s artistic capabilities 
were most strikingly evidenced by the beauty and life 
which she imparted to the tedious expostulations of 
Fricka in the second act of Die Walkiire. Mlle. 
Schreiber pleased both as Freia and as Gutrune. The 
dwarfs Alberich (in Das Rheingold and Siegfried) and 
Mime found excellent interpreters in Herren Schelper 
and Max Schlisser. Herr Schelper was not less suc- 
cessful as Hagen than as Alberich. The part of 
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Donner and the more important parts of Hunding 
and Gunther were entrusted to Herr Wiegand, who 
acquitted himself of his task satisfactorily. Of the 
two impersonators of the giants, Herr Eilers (Fasolt) 
was in voice and appearance the most. giant-like. 
Herr Biberti (Fafner) was more successful as Alberich 
in the Gétterdimmerung. Much praise is due to 
Miles. Auguste Krauss, Katharina Klafsky, and Maria 
Schulze, who represented the graceful and melodious 
Rhine-daughters. Also the impersonators of the 
Valkyries, Erda, Froh, and the Norns, must not be 
passed by in our brief review without a favourable 
notice.* 

If we consider that the orchestra began to rehearse 
the tetralogy only three weeks before the first per- 
formance in London, and had no previous experience 
in playing dramatic music, we must admit that it dis- 
charged its extremely difficult duties very creditably. 


| At the same time it is impossible to conceal the fact 
| that the orchestra was occasionally deficient in steadi- 


ness, and almost throughout, but especially in the 
Gitterdimmerung, too loud in accompanying the 
singers. It was also too loud in the prelude to Das 
Rheingold, which should open so softly that the hearer 
is for some time left in doubt as to whether the music 
has actually commenced. The Ride of the Valkyries 
and other parts of the Ring failed to produce the effect 
intended by the composer because of the want of 
balance between the strings and the wind instru- 
ments, the former being too weak to hold their own 
against the latter. Whilst Wagner prescribes an 
orchestra of 105 players, that at Her Majesty’s 
Theatre consisted of only 66. 

The mise-en-scene, however, was that constituent of 
the sout ensemble which left most to be desired. The cos- 





* The cast has not remained the same in the subsequent performances, In 
the second cycle the principal changes were as follows: Briinnhilde (Mme. 
elder ictonmeenk Sieglinde (Mme. Vogl), Fricka (Mme. Riegler), 
Gutrune (Mlle. Krauss), and Wotan (Herr Reichmann). 
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tumes were indeed very beautiful and truly artistic ; 
but the scenery fell short of what the author demands, 
and of what has been accomplished elsewhere. The 
breaking up into acts of closely connected wholes, and 
the drawing of the curtains when they ought to remain 
apart, took away much of the impressiveness of several 
orchestral interludes—for instance, of the transitions 
from the second to the third scene of Das Rheingold, 
and from the prelude to the first act of the Gdtter- 
démmerung, and of the music which follows the death 
of Siegfried, 

Notwithstanding these little shortcomings, the per- 
formance of the ing was an achievement which 
redounds to the honour of all concerned in it—to 
the honour of the active London managers, Messrs. 
Schulz—cCurtius ; of the enterprising impresario, Herr 
Angelo Neumann ; of the clever and energetic con- 
ductor, Herr Anton Seidl ; and of each and all of the 
zealous executive artists. 

Having said thus much about the performance of 
the work, I shall add a few words regarding the work 
itself, whose nature and merits I have discussed already 
at some length in the April and May Numbers of the 
MONTHLY. MusicaL REcorD. 

Der Ring des Nibelungen, taken in its entirety, is 
not so much a drama as a dramatised epic. To as- 
certain the correctness of this statement we have only 
to examine the form and contents of Das Rheingold, 
the first two-thirds of the second act of Die Walkiire, 
and lastly and especially the first two acts of Siegfried. 
Really and truly dramatic are only the Gétterdim- 
merung, and, with the above-mentioned exception, 
Dk W alkiire, which for that reason always make a 
deeper impression on the hearers than the two other 
dramas. Wagner tells us that “the plastic unity of 
the mythical subject was the cause that in my scenic 
arrangements all small details, such as are indis- 
pensable to the modern playwright for the explanation 
of complicated historical incidents, were entirely un- 
necessary.” But in the Ring there is as much com- 
plication as can possibly occur in any historical plot. 
And even if this were not so, the advantage would 
not have been gained without paying a heavy price 
for it. Wagner himself has said that what the word- 
tone-poet has to express is the purely human, freed 
from all conventionality. The truth of this dictum is 
proved positively and negatively by the poet-musician’s 
work. We have little sympathy with the doings of 
non-human beings, and our interest in men is lessened 
when their free-will is interfered with by means of 
magic. | Moreover the introduction of gods, giants, 
dwarfs, nixies, &c., raises the question as to the 
boundaries of the arts, and of the various branches of 
each art. A subject may be suitable, for instance, for 
an epic, and wholly unsuitable for a drama. Ariel 
and Caliban, and Oberon, Titania, Puck and his 
fellow-fairies, are more effective in reading Zhe Tempest 
and A Midsummer Night's Dream than in seeing these 
plays represented ; and yet Shakespeare was a greater 
dramatist than Wagner, and the task he set himself a 
comparatively simple one. The spectator of a stage 





performance of Der Ring des Nibelungen cannot but 
be struck by the smallness of the giants, the tallness 
of the dwarfs, the ingloriousness of the gods, and the 
ludicrousness of the dragon. In fact, a poet who 
treats a mythical subject must fail unless he calls to 
his aid -his audience’s imagination, and this is 
paralysed by an actual representation. 

Leading motives are undoubtedly a powerful means 
of expression, For instance, how effectively is the 
Curse motive introduced in the Gétterdimmerung, 
when Briinnhilde, in the scene with Waltraute, declares 
that she will never renounce love, when Gunther and 
Siegfried drink blood-brotherhood, and when the 
Rhine-daughters disappear with Hagen in the flood: 
On this last occasion the motive significantly breaks 
off in the middle, and then is heard no more. Again, 
what can be more felicitous than the appearance of 
the Volsung motive, where, in Siegfried, the hero 
speaks of seeing his image in the water? It seems to 
me, however, that Wagner goes too far in the appli- 
cation of his system ; often the recurrence of a leading 
motive does not add a new beauty, and not unfre- 
quently it is even unjustifiable. Let me give one 
example. Siegfried, in making a comparison, speaks 
of a toad and a fish. At the mention of the latter 
Wagner at once brings forward the motive of the 
primordial element, and for no other reason than that 
it is associated with the Rhine and water in general. 
Much of the art of Wagner’s system of leading 
motives is lost in listening to a performance of his 
works, and this is not altogether to be regretted, as 
the hearer’s attention might otherwise be distracted 
from the main point by unimportant ingenuities. 
Wagner employs leading motives for two purposes : 
to comment as a spectator on the action, and to in- 
terpret the unexpressed and the inexpressible thoughts 
and feelings of the actors. Can these two offices of 
commentator and interpreter be held conjointly 
without causing confusion ? I simply ask the question, 
and leave it to be thought over and answered by those 
who feel interested in it. One more question. Is 
there not some danger that the endless repetitions 
of a few motives will weary the hearer ? 

But Wagner shows himself in more than one 
respect regardless of the physical capacities of his 
fellow-men ; perhaps he thinks it is their business 
to develop these capacities, and thus adapt them- 
selves to his artistic creations. His avoidance of 
full closes and the immense predominance of disso- 
nance over consonance put a strain on the nerves 
which becomes often painful, and cannot be endured 
for the length of time exacted by the composer 
without causing utter prostration. If I say that the 
proportion of dissonance to consonance is in the Ring 
as nine to one, I do not think that I exaggerate. 

As the course of the thought demands now and 
then full closes, so the nature of some situations 
demands extended, well-articulated, symmetrical forms, 
which, moreover, are needful as resting-places for the 
hearer. That under the old régime the aria form has 
been abused, is no reason why under the new régime 
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it should not wisely be used. Composers of dramatic 
works will do well to remember that Mozart’s operas 
—the most perfect of their kind, though the kind is 
not without its shortcomings—display beauties and 
effects which are beyond the reach of him who 
adopts Wagner's system in all the rigidity of its latest 
development. 

Whatever alliteration may have been in the old 
Teutonic languages, in the modern ones it is more 
artificial than rhyme, and the adherence to it through- 
out a long poem gives rise to obscurities and eccen- 
tricities of thought and diction. Wagner was more 
happily inspired when in Z7istan und Isolde he em- 
ployed alliteration and rhyme alternately, just as the 
eet and the genius of the language prompted 

im. 

But although Wagner was not able to completely 
master the vast material out of which he fashioned 
his tetralogy, and produce a harmonious and easily 
comprehensible art-work—harmoniousness and easy 
comprehensibility I hold to be the chief and most in- 
dispensable qualities of a drama—although he carried 
out his theories, which for the most part are funda- 
mentally true, but vitiated by exaggeration, with a 
reas and intemperateness that spare neither 

auty nor sensibility, it would be a sign of utter 
blindness to deny that Der Ring des Nibelungen is a 
great work of a great genius, who therein has opened 
new paths and prospects for this and future generations 
of composers, and who in Die Walkiire, Gotterdam- 
merung, the last act of Siegfried, and in many other 
parts of the tetralogy, has presented to the world crea- 
tions which will long remain a joy of all true lovers of 
the serious music-drama. 


The late George Henry Lewes, in discussing the 
German drama in 1867, confessed that Wagner’s music 
rarely charmed him, and that, as far as his ear in its 
then state of musical education determined what was 
exquisite for it, the music lacked both form and melody. 
“ But then,” he continues, “a little reflection suffices 
to remind one how such zegative judgments, even from 
far more competent critics, are liable to complete 
reversal.” He instances Beethoven, and even Rossini, 
Bellini, Donizetti, and Verdi, who had each and all of 
them fared ill at the hands of the critics. Although not 
in sympathy with the master, George Henry Lewes felt 
nevertheless, distinctly, that Wagner offered “‘something 
quite different from the hackneyed operatic form,” and 
was also perfectly aware that “the very effort to 
create new forms is denounced, and a patient hearing 
is denied.” ‘Repeat the old forms,” he says, “ and 
critics (justly) denounce the want of originality. Pre- 
sent new forms, and the critics are put out—deprived 
of their standards—and denounce the heresy. It is 
for the public to discover the real genius in the artist, 
and it does so by its genuine response to his works.” 
In “On Actors and the Art of Acting” may be read 
more on the same subject. A large proportion of the 
criticisms which have lately been written would have 
been improved by an infusion of some of the philo- 
sophical spirit which distinguishes George Henry 





Lewes’s essays. But, unfortunately, this spirit is rarely 


to be met with, and most rarely among journalists, 
who are the last persons to admit that strong opinions 
are generally wrong opinions. 








ALFRED: A CANTATA. 
By Mr. E. Prout. 


Mr. E. Prout and Mr. W. Grist, as musician and 
poet, successfully worked together a year or two ago, 
and produced Hereward; now they have again com- 
bined to illustrate in music and verse another and 
earlier story of English history. Herr Wagner advo- 
cates the choice of mythical subject-matter; but in 
the cantata before us we stand on the border-land 
between legend and history, and have our sympathy 
awakened, and our interest aroused, by the misfor- 
tunes and subsequent triumph of the great hero-king 
Alfred. The libretto is well arranged, the soothing love- 
strains and the stirring scenes of war are pleasingly 
interwoven ; and, altogether, the poem possesses con- 
siderable literary merit. A composer 1s indeed for- 
tunate who meets with a good poet and a skilful 
librettist; the fate of Schubert’s Rosamunde and 
Weber’s Euryanthe show that literary co-operation, if 
not of the right sort, may bring about disastrous re- 
sults even to the greatest composers. 

The A/fred cantata is divided into three sections. 
The first commences with a short instrumental intro- 
duction (ad/egro agitato, in F minor), in which two pas- 
sages especially attract our attention—a short phrase 
for trombones and tuba, which evidently foretells of . 
coming disaster, and near the end a few soft and effec- 
tive chords for four solo violins. After this prelude we 
have a recitative by Alswitha, Alfred’s bride. The 
warrior-king has gone out to meet in battle Guthrum 
the conquering leader of the Danes. Alswitha is 
anxiously awaiting with her attendant ladies news of 
the struggle. Her “straining vision cannot pierce 
the gloom ;” but the solemn and mystic tones of 
trombones and tuba, which are again heard as she 
utters the word “gloom,” already announce to the 
listener the issue of the fight. Alswitha fancies she 
hears the cry of Danish victory, and advises her atten- 
dants (somewhat late, it must be confessed) to “ pray 
to Heaven to stay the bitter fate.” In plain but fitting 
strains the maidens offer up their prayers, The female 
voices are here divided into four parts, and the com- 
poser has wisely written simple harmonies and notes 
well within the range of each particular voice. The 
sounds of a march are now heard, and a short recita- 
tive leads us to the entrance of Alfred with the Saxon 
army. We have a chorus for male voices and solo 
(Alfred). (See Our Music Pages, 131-4.) Mr. Grist has 
here made good andappropriate use of alliterative verse. 
The defeated warriors commence singing thus :- ~ 


** Weary and war-wasted 
Wend we our way. 
Woe to the Wessex men ! 
Woe to the day !” 
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The music is grave and stately, and some very in- 
teresting orchestration adds considerably to the effect 
of the voice parts. The ¢ut#i at the words “ First in 
the fierce fray” is particularly energetic and effective. 
In a recitative Alfred exhorts his followers to disperse 
“till duty calls anew,” and to this succeeds a chorus 
of the liegemen. In style it is graceful and pleasing ; 
but one would, perhaps, hardly expect such tuneful 
strains from “ weary and war-wasted warriors.” After 
this comes an air for Alswitha, followed by a duet 
between herself and Alfred. We now leave war and 
its disasters, for love sounds its alarm, and we listen 
to the tender strains of the royal lovers. The open- 
ing air contains some charming phrases, and some 
delicate and interesting instrumentation ; the duet is 
divided into two sections : the first an a/legro con fuoco, 
somewhat Mendelssohnian in character; the second 
an allegro animato, soothing and graceful. 

The second part opens in the Danish camp at 
Ethandune. The soldiers sing to the praise of mighty 
Guthrum, their victorious leader in battle. ‘The music 
is spirited, and a busy and lively accompaniment gives 
colour and brilliancy to the whole movement. When 
Alswitha, at the commencement of the cantata, fancies 
she hears the cry of Danish victory, the opening 
strains of this chorus are heard in the orchestra. 
Alfred now enters the Danish camp as a spy ; but he 
is arrested and brought before Guthrum, who asks of 
him his name. The music now becomes very in- 
teresting, and throughout this scene, in which the 
composer seems to have abandoned himself fully to 
his theme, there is an easy flow and a marked character 


which speak well for Mr. Prout as a composer, and: 


seem to give promise of still better things to come. 
It is natural that composers should be strongly in- 
fluenced by the works of the greatest masters, and as 
we have already mentioned a duet Mendelssohnian 
in character, so we might also name the concluding 
chorus of this second section, “ Fill up the flowing 
bowl with mead,” written in the style of Handel, and 
various other portions of the cantata which make us 
think of Weber and Schubert. Mr. Prout, however, 
always escapes the charge of direct plagiarism ; and 
with less external influence, and more development 
from within, he will reveal in fuller light the indi- 
viduality of style of which he gives manifest proof in 
parts of this cantata, as well as in his other works. 

“Alfred is disguised as a minstrel, and throughout 
the ensuing contest of song the harp naturally plays 
a most important and effective part. Guthrum com 
mands the arrested spy to prove that he belongs to a 
minstrel race. The dirge which follows (in the key 
of G minor) is very expressive. The harmonies are 
bold and original, and the orchestration varied and 
pleasing. One passage in this song claims special 
notice. It is, of course, well known that consecutive 
fifths and octaves are forbidden in harmony, and yet 
here we find both. They have not crept in by mis- 
take, nor by accident, but have been intentionally 
written by the composer with a view to a certain effect. 
The words accompanying the chords containing the 





forbidden progressions are “ Stiffened hand yet grasp- 
ing shield.” ‘The four triads follow one another in a 
stiff and formal manner, for each chord has nothing 
in common with the one either preceding or following 
it; and hence the music well expresses the sense of 
the words. An effect, therefore, is gained, but at the 
expense of musical grammar. Does the end justify 
the means? “Art is free,” as Haydn once said, and 
composers who know how to observe rules, may, if they 
choose, break them. Mr. Prout has given so many 
proofs of his ability and general determination to 
abide by the wise laws of composition handed down 
to us, that he must not only be forgiven for this 
daring piece of writing, but even admired for his 
courage and originality. At the same time this one 
experiment, which we think successful, must be re- 
garded as an exception, and not to be imitated either 
by the composer or by musical students. Guthrum’s 
answer to Alfred— 


** Wail not the warriors 
Gone to Walhalla,” 


is short and simple; the major key comes as a re- 
freshing change after the minor of the dirge. Alfred 
now bids his harp arouse its chords to swell the 
Vikings’ praise. This command.of the Saxon king 
may be thought to justify the following number, which 
consists of solo and chorus, though, from a strictly logi- 
cal point of view, only a solo voice ought to be heard. 
The music is graceful and spirited, and a wavy burden 
or refrain increases the animation of the scene. The 
middle portion of the movement, in the key of the 
sub-dominant, forms an effective contrast to the open- 
ing and concluding sections. 

Alfred has now provided his claim to be a minstrel 
to the satisfaction of the Dane, but Guthrum would 
fain measure his skill with that of the harper. He 
therefore sings a short but vigorous lay to the praise 
of “all-thundering Thor.” Alfred answers with a 
cantabile phrase—his theme is still love. The music 
is very sweet and soothing, and particularly worthy of 
notice is the delicate accompaniment for wind and 
harp, and the graceful violoncello passage commencing 
at the sixth bar. The minstrel is soon interrupted by 
Guthrum, who to the sound of brass instruments con- 
tinues his fierce strains. Alfred answers again with 
another short melody. Guthrum now roars out for 
the last time his invocation to the Scandinavian deity, 
and this is followed by Alfred’s last song, ‘So come, 
O Love, thy golden harvest reap”—one of the most 
poetical and pleasing pages in the whole work. The 
melody is chaste and expressive, and the orchestration 
extremely delicate and refined. The whole of the 
“contest ” music is very effective, and both in form 
and treatment the composer has been highly successful. 
Guthrum frankly acknowledges his defeat, and after a 
short duet we come to a chorus, “ Fill up the flowing 
bowl with mead,” which forms the conclusion’ to the 
second part. The music is vigorous, and contains a 
good deal of excellent part-writing. 

In the third part Alswitha and the Saxons are 
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awaiting the return of Alfred from the Danish camp. 
In an allegro giojoso, Alswitha expresses the joy she 
feels after the long dream’ of pain. The music is 
simple, but the demisemiquaver figure in the accom- 
paniment well depicts the agitation and impatience of 
the bride. The horn is now sounded “for battle 
shock,” and the Saxons flock to Egbert’s Stone to meet 
Alfred. The subject-matter here determines the 
musical form. ‘The successive and regular entry of 
each part after the manner of a fugue certainly gives 
a very good impression of the assembling of troops. 
After the fourth entry the fugal form is wisely aban- 
doned, and in joyful and martial strains the warriors 
“ gladly cheer the welcome fray.” The second scene 
brings us to Egbert’s Stone. 

Alfred prays to heaven, and then bids his soldiers 
rise and “ strike the final blow.” The music of this 
scena is not altogether satisfactory. The “prayer” is 
smoothly and effectively written, but the rest seems 
to us to lack character, and even at times to border 
on the commonplace. The fugue chorus is repeated, 
and the next scene brings us to the Saxon encamp- 
ment at Athelney. A battle has been fought ; the 
Saxons have been victorious, and the happy event is 
of course celebrated by a march. The opening theme 
{in F major) is stately and effective; it commences 
pp. and works gradually up to # We then have an 
episode or first ¢v7o in D major for brass, which forms 
an agreeable and marked contrast. A few bars of the 
principal subject are then heard, followed by a second 
trio, in the key of the sub-dominant. It opens with a 
melodious phrase for clarinets, afterwards repeated by 
strings. A few bars for.oboe accompanied by strings 
pissicato lead to.a short tutti, after which the march 
proper is resumed. An effective coda concludes 
the piece. . In regard especially to the March, one 
is at first disposed to underrate its value, because 
of the extreme simplicity of its construction, and 
because of the absence of any very: marked origin- 
ality; but on examination latent merits soon reveal 
themselves. It should never be forgotten that the 
simpler the form of a work of art, the greater 
its merit. We have no intention of denying the 
wonderful originality, the brilliant flashes of genius, 
the dazzling harmonies and progressions to be met 
with in the modern schools of musical thought, from 
Berlioz aad Schumann to Brahms and Wagner; but 
eccentricities of form and complexities of sound do 
not in themselves constitute greatness. They ought 
rather to be considered as faults, imperfections, or 
mannerisms, to be tolerated or excused exactly in 
proportion to the genius or depth of thought displayed 
in any particular work, taken as a whole. Mr. Prout 
has managed to express his thoughts in an easy, 
flowing, and consequently natural manner, and in this 
indeed consists the great merit of the March. The 
orchestration is throughout most effective, and the 
composér exhibits both skill and imagination in the 
tone-colouring. The scoring of the principal theme 
is full and rich ; the brass tells out well in the first 
episode ; and in the second, the wood, wind, and 











strings, are pleasantly combined and :also well con- 
trasted. , 

The victory of the Saxons is followed by the 
surrender of Guthrum; ‘and in the fale he is 
pardoned by Alfred and Alswitha, on the condition 
that he and his host become Christians. The music 
is clear and tuneful; and the cantata closes with a 
chorale, in which both Dane and Saxon: unite to 
sound forth the blessings of peace and the greatness 
of England. ‘Thus we end a brief and imperfect 
notice of a work -which is a credit not only to the 
composer, but also to English art. We have spoken 
of the natural simplicity of the March, but in many 
portions of the cantata there seems to be a studied 
plainness, and almost a fixed determination to look 
back to the past, rather than to be influenced by the 
present. It is, however, wise to be on the safe side; 
and Haydn, Mozart, and Beethoven, are certainly 
better models and safer leaders than Schumann, 
Brahms, and Wagner. In conclusion, we would 
mention one of the strong points of A/fred—the ex- 
cellent and effective orchestration. We need not, 
however, dwell on this, for Mr. Prout has long been 
known for his great knowledge and judgment in this 
particular branch of musical composition. 








BERLIOZ ON WAGNER. 


THE following extract from A Travers Chants will interest 
our readers at the present time. Berlioz, describing a 
performance of Wagner’s music which took place in 
Paris, says :—“ It commenced with the overture from the 
Flying Dutchman, an opera in two acts, which I saw 
performed in Dresden, under the direction of. the com- 
poser, in 1841, and in which Madame Schroeder-Devrient 
took the principal part. This piece made the same im- 
pression upon me then which it has also made recently. 
It commences with a frightful crash from the orchestra, 
when one recognises at the very start the howling of the 
tempest, the cries of the sailors, the whistling of the wind 
in the rigging, and the stormy noise of the sea lashed toa 
fury. This commencement is magnificent, it takes 
forcible possession of the auditor and enchains him.; but 
the same order of composition being afterwards constantly 
employed, tremolo succeeding to tremolo, chromatic 
scales only making way for other chromatic scales, 
without a single ray of light coming to shed its beams. 
over these sombre clouds, gorged with electric fluid and 
pouring forth without end, or even intermission, their 
torrents, without the least melodious design coming to 
colour these baleful harmonies, the attention of the 
hearer grows weary, becomes discouraged, and finally 
succumbs. There is already manifested in this overture, 
the development of which appears to me ozéré in the 
extreme, the tendency of Wagner and his school to take 
no account of sensation, and to see only the poetic or 
dramatic idea which it seeks to express, without any dis- 
os as to whether the expression of this idea obliges 
the composer or not to depart from musical conditions. 
The overture to the Flying Dutchman is vigorously in- 
strumented, and the author has known how to produce at 
the very commencement an extraordinary effect from the 
chord of the empty fifth, The sonorousness thus pre- 
sented gives a strange aspect which makes one shudder. 
The grand scene from 7ann/duser (march and chorus) is 
marked by a splendour and pomp that are superb, the 
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special richness of which is cven increased by the use 
of the key of B natural major. The rhythm, which is 
never tormented nor crippled in its action by the juxta- 
position of other rhythms of contrary nature, is chivalrous, 
bold, and robust. We can very well understand, without 
seeing the representation of this scene, that such music 
accompanies the movements of valiant, mighty men, en- 
veloped in brilliant armour. This piece contains a melody 
clearly designed and elegant, but possessing little origin- 
ality, and recalling by its form, if not by its accent, a 
celebrated theme from the Freischiitz. The final return 
of the vocal phrase at the grand ¢uéfi is more energetic 
than all which has preceded it, thanks to the intervention 
of a figure of the basses executing eight notes in a bar, 
and contrasting with the upper parts, in which there are 
heard only two or three. ere are some modulations a 
little hard and too close the one after the other, but the 
orchestra imposes them with so much vigour and with so 
much authority that the ear accepts them at once without 
the slightest resistance. In fine, one cannot fail to re- 
cognise a master-score, instrumented throughout by a 
skilful hand. The wind instruments and the voices are 
alike animated by a, mighty inspiration, and the violins, 
whose parts are written with an admirable ease in the 
high notes of the scale, seem to shoot over the whole 
with a dazzling beauty. 

“ The overture to Zannhduser is in Germany the most 
popular of Wagner’s orchestral pieces. Force and 

deur again dominate here, but with a result, at least 
‘or me, of a sense of extreme fatigue in consequence of 
the course taken by the author of this composition. It 
commences with an andante maestoso, a kind of chorale 
of a fine character, which slowly, towards the end of the 
allegro, reappears, accompanied in the upper part by a 
persistent figure from the violins. The theme of this 
allegro, consisting of two bars only, is in itself of little 
interest. The developments for which it afterwards 
serves as a pretext are, as in the overture of the Flying 
Dutchman, bristiing with chromatic successions, of mo- 
dulations, and of harmonies of an extreme harshness. 
When at last the chorale reappears, this theme being slow 
and of considerable dimensions, the figure of the violins, 
which ought to accompany it even to the very end, repeats 
itself necessarily with a terrible persistence for the auditor. 
It has already been heard twenty-four times in the andante ; 
it is further heard in the peroration of the a//egro a hun- 
dred and eighteen times. This persistent figure occurs 
then a total number of one hundred and forty-two times 
in the overture. Is it not too much of a ood thing? It 
again reappears often in the course of the opera, which 
makes me imagine that the author attributes to it an ex- 
pressive meaning in relation to the action which I am 
unable to divine. 

“The fragments of Lohengrin sparkle with qualities 
more striking than the preceding works. There is found 
in it, at least it appears so to me, more of novelty than in 
Yannhduser, The-introduction, which takes the place of 
an overture in this opera, is an innovation of Wagner’s, and 
for effect most- striking. An idea of this piece may be 
presented to the eyes by this figure ——= =. It is in 
reality an immense crescendo, which after having attained 
to the highest degree of sonorous force, pursues the 
inverse Be orgerace: returns to the point from which it set 
out, and dies away in an harmonious murmur, almost 
imperceptible. I do not know what relation may exist 
between this form of overture and the dramatic idea of 
the o ; but without preoccupying myself with this 
question, and simply considering this composition as a 
symphonic piece, I regard it as admirable from every 
point of view. There is nothing of phrase, properly 





speaking, it is true, but the harmonic connections are 
melodious, charming, and the interest does not languish 
for a moment in spite of the slowness of the crescendo, 
and of the decrescendo. Let us add that it is a marvel 
of instrumentation, not only in the soft tints but also in 
the more striking colours, and, what is worthy of obser-- 
vation, towards the end, whilst the bass always ascends 
diatonically, the other parts descend ; the whole idea is 
marked by great ingenuity. This beautiful piece contains, 
moreover, not a single harshness ; it is seave, harmonious 
as it is grand, strong and ringing. I regard it as a chef- 
a euvre.” 








GERMAN OPERA SEASON AT DRURY LANE.. 


MESSRS. FRANKE’s and B. Pollini’s series of German 
Opera commenced on Thursday, May 18th, with a per- 
formance of Lohengrin. The cordial greeting given to: 
Herr Richter on taking his seat showed that the public had 
come to the theatre with great expectations ; and the en- 
thusiastic applause at the close, with special calls for all 
the artists and also the conductor, proved that the audience 
were thoroughly satisfied with the performance. In read- 
ing the prospectus of arrangements for this first season, 
a prejudiced person might take exception to the pre- 
dominance of Wagner’s name. It is, indeed, nearly all 
Wagner. Beethoven’s Fidelio, and Weber’s Euryanthe, 
seem added to the repertoire only to throw into better 
relief the grandeur and glory of the great poet-composer 
Richard Wagner. But, whatever may have been the 
motives of those responsible for the selection of the works, 
no musician, no lover of music, anxious for the progress 
and success of his art can fail to comprehend the import- 
ance of the magnificent renderings which are now being 
given of Wagner’s works. There is a spirit of earnestness 
about the performances which must strike even the most 
superficial listener. Attention is given to every detail 
both onthe stage and in the orchestra. There is a merg- 
ing of self for the sake of the general good ; indeed, a 
fixed determination on the part of all concerned to give 
as good a rendering as possible to the works of a com- 
poser whose name is on every one’s lips, and whose theories 
and music dramas have excited everywhere the deepest 
interest, and in many places the keenest opposition, The 
Flying Dutchman, Tannhduser, and Lohengrin, have been 
given in this country both on the Italian and English 
stage. The enemies or lukewarm admirers of Wagner 
have often been told that the master’s works cannot be 
effective in Italian, and that in spite of the generally ex- 
cellent and artistic performances in English, under Mr. C. 
Rosa, the works to be fairly and properly understood and 
appreciated must be heard in German. The hour of judg- 
menthascome, andthe verdict when given will influence the 
history of dramatic music in this country for a very long 
time to come. The Ring des Nibelungen has been heard 
at Her Majesty’s. Mr. Carl Rosa has given this year 
Rienzi, and under the direction of Herr Richter all 
Wagner's other operas (including Die Meistersinger and 
Tristan und Isolde to be performed here for the first 
time) with the exception, of course of. Parsifal, are to be 
produced during the present series. Thus, in one London 
season all the composer’s recognised dramas will have 
been heard, and the greater number under specially 
favourable circumstances. Inthe Lohengrin performance 
we ought to mention first the Elsa, Frau Rosa Sucher, 
prima donna.of the Hamburg opera house. Her fine 
singing and splendid acting won for her well-deserved 
applause ; her impersonation of the heroine was full of 
charm and simplicity. Herr Winkelmann gave a mag- 
nificent rendering of the part of Lohengrin. He has a 
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pleasing voice, and strives in his acting to exhibit both 
dignity and tenderness. The Bridal scene, which was 
given in its entirety, was interpreted by these two artists 
with wonderful touches of grace and pathos. The begin- 
ning of the second act was quite a revelation; Frau J. 
Carso-Dely taking the part of Ortrud, and Herr Dr. E. 
Kraus that of Telramund. The lady’s voice is somewhat 
hard, but her powerful and dramatic acting made us 
forget any deficiency in'this respect. Herr J. Koegel as 
the king was evidently not in good voice, but his acting 
was dignified and effective throughout. The choruses 
were splendidly sung, the stage management was first 
rate, and the orchestra, with Herr Richter at its head, was, 
of course, all that could be desired. We ought here 
specially to mention the names of the stage-director, Herr 

ilhelm Hock, and the chorus director, Herr Carl 
Armbruster. The public are apt to forget the services of 
these invisible but important agents in connection with a 
stage performance. 

The performance of the Flying Dutchman took place on 
Saturday evening, May 2oth. Herr E. Gura, who possesses 
a fine rich voice, gave a magnificent rendering of the 
Dutchman ; Frau Sucher was admirable as Senta. All the 
other réles were effectively sustained, and the performance 
proved in every respect a grand success. 

On Tuesday evening Wagner’s Zannhduser was given, 
and from first note to last the performance was perfect. 
The orchestral playing was magnificent, and the fine 
choruses were rendered with striking effect. Frau Sucher 
(Elsa) and Herr Winkelmann (Tannhiuser) gave complete 
satisfaction in the principal vé/es. Fraulein Wiedermann 
sang the music of Venus with considerable power, and Herr 
Gura was excellent as Wolfram. It becomes almost tedious 
to continue noticing this performance in nothing but terms 
of great praise, but it was certainly a phenomenal repre- 
sentation, and the enthusiastic applause at the close 
showed how thoroughly it had been appreciated. 

On Wednesday evening the great classical opera Fidelio 
was given, and the work certainly came as a welcome re- 
lief after the long and exciting operas of Wagner. Frau- 
lein Th. Malten took the part of Leonora. At first she 
seemed a little nervous, but sang and acted with great 
success in the second act. Friulein Wiedermann was 
capital as Marzelline ; and Herr Landau proved an efficient 
Jacquino. Herr P. Ehrke, as Rocco, acted his part with 
’ much intelligence, but his voice at times was not heard 
sufficiently—as, for example, in the duet with Pizarro in 
the first act. Herr J. Wolff was most wonderful in the 
réle of Florestan. The choruses and the orchestral ac- 
companiments under Herr Richter were magnificently 
rendered. The first four nights of these series of operas 
have been well attended, sind have in every way proved a 
marked success. 








Foreign Correspondence. 


MUSIC IN VIENNA. 
[FROM OUR SPECIAL CORRESPONDENT. ] 
VIENNA, May 12, 1882. 
WITH one exception, we have still to notice the last 


concerts of the season. Herr Alfred Griinfeld, the well- 
known piano virtuoso, took his farewell before going to 
America. Having saluted the classic style with Mozart’s 
D minor concerto, he passed over to the modern school, 
finishing with Liszt’s Hungarian fantasia, The applause 
for his wonderful performance was enormous, and if sent 
by telephone across the ocean would prove the best 
possible advertisement. The “Concordia,” a meeting- 





place for our journalists and literary men, successfully 
finished the winter season with a great concert, uniting 
all the guests who are singing at the Hofopera. With 
such an array of talent, and with a long programme, it 
much resembled the yearly Benedict concerts. The 
music commenced with a toccata for the organ by Bach, 
performed by Herr Labor, and closed with. Gounod’s 
Cecilia hymn, arranged for voice with accompaniment 
of harps, organ, and violins smisono (a piece after the 
style of Handel’s largo). Herr Zamara, from the Opera, 
and his daughter, played the harps, and Herr Griinfeld, 
still in Vienna, the piano. The rest of the programme 
included songs, lieder, airs, performed by the ladies 
Brandt, Wilt, Lilli Lehmann, and the Herren Stritt, 
Gudehus, Siehr, and Sommer. Herr Hellmesberger gave 
his sixth and last quartet evening in the same great 
concert-room of the Gesellschaft der Musikfreunde. We 
heard Brahms’ sextuor, Op. 18, a sonata for two pianos, 
and Beethoven’s septuor. The sonata by Hermann 
Griidener, the talented son of the well-known professor 
in Hamburg, is composed in a grand style, and well 
fitted for two such able performers as the ever-welcome 
Frauleins von Seemann and Baumayer. The members of 
the opera-orchestra, Herren Otter (clarinet), Kranken-. 
hagen (fagotto), Schantl (French horn), and Simandle- 
(contrabass) co-operated in the septet. The execution 
was excellent, and obtained very great applause. The 
Conservatoire has given evidences of its activity in every 
branch : by one performance at the Opera School, two per- 
formances at the Drama School, and the first of two in- 
strumental concerts. In the first-named the orchestra of 
the Conservatoire, conducted by the director Herr Hell- 
mesberger, fulfilled its task like a body of tried men, 
On the little stage—the place where so many singers, 
now in a splendid position, gained for the first time 
public attention—again appeared some hopeful young 
talent, as, for instance, Herren Manheit and Lauppert 
(the latter already engaged for Graz), and the young 
ladies Ternina, Tuscher, Milles, and a talented daughter 
of our director, Rosa Hellmesberger, who was heard for 
the first time in public as Piorotto. The scenes were 
from the operas Z7roubadour, Dinorah, Faust, Linda, 
Glockchen des Eremiten, and Marie die Tochter des Regis 
ments, The first instrumental concert opened with the 
overture “ Ossian,” by Gade, followed by a concerto for 
piano (Brahms and Briill), an organ concerto in G minor, 
by Handel, a Polonaise for violin, by Wieniawsky, arias 
from Jessonda and E/ias, and the beautiful quintetto from 
Cost fan tutte. The concert, on the whole, showed again 
how many musically gifted young people are to be found 
in this country. It made me think of the new Royal 
College about to be established in London. It may have 
command over a very large sum of money, it may be 
governed by the best and most experienced directors and 
professors, but a better material, properly speaking, than 
the Austrian it will never find. 

The chief feature of the Hofopera was the first per- 
formance of Schubert’s A/fonso und Estrella, in many 
points.(libretto and music) re-constructed by J. N. Fuchs, 
the Kapellmeister of the Hofopera. In that new form the 
opera was first performed in Karlsruhe, then in Cassel, 
and is now being given in Berlin. Schubert’s richness in 
melody is felt in that opera, but also his weakness in 
dramatic style. However delicious on a small stage, it is 
not fit for a large house. Nevertheless, by the charms of 
the music, by some scenes in the second and third acts, 
containing the only vigorous movements, and by the addi- 
tion of some numbers. taken from other works by 
Schubert, the opera made altogether a good impression, 
and was well worthy of revival. I shall speak more 





128 


THE MONTHLY MUSICAL ‘RECORD. 


[June 1, 1882, 





about it next time, and only mention here that the vocal 
score has been published by Schlesinger, in Berlin. 
Another opera, in one act, and more like a Singspiel, 
Der betrogene Kadi, by Gluck, performed eighteen times 


in the Hofopera up to the present (also arranged by | ( 


Fuchs), has just been published by Bartholf Senff, in 
Leipzig. With our guests I am forced to be brief, men- 
tioning only the ré/es they have performed. The concerts 
over, there will be room enough for the opera. Since 
April 16th we have heard the tenor, Herr Gudehus, from 
Dresden (Tannhiuser, Raoul, Robert, Manrico, Florestan) ; 
Frau Weckerlin, from Munich (Elizabeth, Valentine) ; Frl. 
Lilli Lehmann, from Berlin (Margarethe von Valois, 
Katharina, Frau Fluth, Prinzessin in Robert, Philine, 
Donna Elvira, Marzelline, Carmen) ; Frau Wilt (Leonore 
in Troubadour, Donna Anna, Valentine); Herr Stritt, 
from Frankfort (Faust, Don José, Joseph) ; Fri. Brandt, 
from Berlin (Fidelio, Ortrud) ; Herr Siehr, from Wies- 
baden (Rocco, Jakob in Joseph und seine Briider), 
Operas performed since April 12th to May 12th :— 
Gute Nacht Herr Pantalon, Regimentstochter, Alfonso 
und Estrella (three times), Tannhduser, Mephistophele 
(four times), Hugenotten (twice), Orpheus (twice), Der 
Widerspanstigen Zihmung, Des Teufels Anthetl, Die 
lustigen Weiber von Windsor, Robert der Teufel, Martha, 
Mignon, Troubadour, Don Fuan, Faust, Fidelio, Carmen, 


Lohengrin, Joseph und seine Brider. 








Rebiews. 


+ 
Three Overtures by RICHARD WAGNER. Arranged as 
Pianoforte Solos and Pianoforte Duets by E. PAUER. 
London: Augener & Co. 
THE publication of compositions by Wagner is at present 
very timely, for the performance in London of Der Ring 
des Nibelungen cannot but give a vigorous impulse to the 
growing popularity of the master’s music. The three 
overtures, which are here offered at a trifling price, for 
two and for four hands, singly and in a volume, are those 
to Rienzi, The Flying Dutchman, and Tannhduser, the 
earliest of Wagner’s recognised dramatic works. They 
were for the first time performed in Dresden—zenzi on 
October 20, 1842 ; The Flying Dutchman on January 2, 
1843 ; Zannhduser on October 19, 1845. After Zann- 
haduser, Wagner composed only one more overture, namely, 
that to the Meistersinger, which he calls, however, a 
Vorspiel (prelude). Lohengrin, Tristan und Isolde, and 
Der Ring des Nibelungen, open with short orchestral in- 
troductions. The three overtures before us, limited as is 
the ground which they cover, show a good deal of the 
master’s development. The progress from Rienzi to The 
Flying Dutchman, and again from The Flying Dutchman 
to Zannhduser,is immense. To describe the character 
of these overtures seems superfluous, as they are well 
known and have long ago aia general favourites, 
Tannhduser being indeed almost, if not quite, as popular 
as Der Freischiitz. Herr Pauer’s aim in making these 
arrangements was to combine effectiveness with moderate 
difficulty. His name is a sufficient guarantee that the work 
is well done, 


Wagner-Liszt Album. A Selection of Favourite Pieces 
from RICHARD WAGNER’S Operas, transcribed for 
the Pianoforte by FRANZ Liszt. Edited by E. 
PAUER. London: Augener & Co. 

THIs is a cheap edition of eight favourite pieces from the 

three most pcpular operas of Wagner. The contents of 





the volume is as follows : (1) “ Grand March,” (2) “ Pil- 

ims’ Chorus,” and (3) “ Romance,” from Zannhduser ; 
4) “Spinner Lied,” from Zhe Flying Dutchman; 
(5) “ Elsa’s Dream,” (6) “ Lohengrin’s Reproof to Elsa,” 
7) “Elsa’s Bridal Procession to the Cathedral,” and 
(8) “ Epithalamium and Bridal Song,” from Lohengrin. 
Liszt is not satisfied with giving a literal translation of 
the original, he always seeks and easily finds idiomatic 
equivalents. By his transcriptions he naturalises, so to 
speak, orchestral and vocal music on the pianoforte. 
Louis Kohler says truly, “Jm Genre geistdurchgliihter 
Virtuositat stehen Liszt's Werke mit Recht an der Spitze 
threr Epoche ;” or, freely rendered into English, “ In the 
genre of intellectually animated virtuosity Liszt’s works 
stand justly at the head of their epoch.” As to the eight 
pieces contained in the volume under discussion, they 
belong to that period of Wagner’s creative activity when 
he had not yet altogether broken with classical traditions, 
and when sustained tunefulness and symmetrical form had 
not yet been proscribed by newtenets and theories. There 
is some comfort in the thought that, whether of the new 
or of the old faith, we can enjoy the “ Epithalamium” 
and “ Elsa’s Procession to the Cathedral,” and even “ O 
Du mein holder Abendstern” and the “Grand March” 
—some links between the contending parties must still 
remain intact. It»would be a sin cf omission to conclude 
our review without complimenting the publishers on the 
beautiful engraving of this edition. 


Fantasiestiicke. By R. SCHUMANN. (Op. 12). Two Books. 
Revised and Fingered by MORITZ MOSZKOWSKI. 
Augener & Co. 


THESE “Songs without Words” of Schumann contain 
some of the composer’s most delicate and poetical 
thoughts, and justly rank as perfect specimens of his 
romantic genius. They are all interesting, but some have 
become special favourites, such as No. 1, “Evening” ; 
No. 3, ““‘Why?”; No. 4, “ Whims”; and No. 7, “ Dream 
Visions.” Allinstrumental music is in a certain sense pro- 
gramme music, but the titles to these pieces seem specially 
to indicate the train of thought which should guide the 
player whilst interpreting them. If any one unacquainted 
with Schumann’s pianoforte music were to ask us to name 
the work most calculated to show the composer in his 
happiest vein in this particular branch of writing, we 
should without hesitation name the Fantasiestiicke. As 
regards notes, some are not very difficult to play, but they 
all require the greatest attention to phrasing and to the 
marks of light and shade. We have carefully examined 
the fingering of this revised edition ; it is uncommonly 
good, and will prove a very great help to students. 


BEETHOVEN'S Complete Sixty-seven Songs, with Piano- 
forte Accompaniment. . Edited by E. PAUER. The 
English Version by H. STEVENS. (Edition No. 
8806.) London: Augener & Co. 

THE reprint of the original edition forms a worthy com- 

panion to the splendid volume of his Pianoforte sonatas. 

As a composer of instrumental music Beethoven ranks 

higher than as a writer of vocal music; but the “ Ade- 

laide,” Mignon’s song “ Know’st thou the Land,” the 
cycle of songs, “To the Distant Beloved,” as well as 
many other less well-known songs, prove that Beethoven 
may claim an exalted place beside Schubert and Schu- 
mann. Some of the numbers are of comparatively 
little musical interest ; but it is most useful to have col- 
lected in one volume all that Beethoven cor tributed to this 
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particular branch of musical art. No doubt most musicians, 
if asked, would name, without hesitation, Schubert and 
Schumann as the greatest of modern German song writers. 
In their hands the Lied form of art is so perfected that it 
is scarcely possible to conceive of any rivalry. In reading 
through, however, and listening to these songs of Bee- 
thoven’s, several things strike one. We see how wonder- 
fully the mighty genius of Beethoven adapted itself to 
such a simple mode of musical expression as the songs 
now before us. One is also struck with astonishment at 
the simplex munditiis of the great composer. It has 
been said of a genius in the domain of poetry that whilst 
he was equal to the mightiest epic, he couid not carve an 
image upon a cherry-stone ; but Beethoven was not only 
a master-magician over the sublimest strains, but, as 
these songs prove, was possessed of perfect skill in deal- 
ing with the simplest melodies. The present edition is 


valuable, and will be held as a treasure by all lovers of 
song. 


Barcarolle, Troika, Chant sans paroles. Three Pieces 
for Piano. By P. TSCHAIKOWSKY. London : 
Augener & Co. 

THE celebrated Russian composer has written, besides 

operas, symphonies, and overtures, a number of short and 

comparatively easy pieces for the piano. The three be- 
fore us, while of no striking originality, are pleasing and 
attractive, and harmonised with taste and skill. The 

Barvarolle is in common time, instead of the customary 

6-8. The melancholy principal theme has quite the 

character of a national song of the north. The piece is 

interesting to play, and not difficult. TZrotka (En 

Trainaux) is a light and graceful specimen of programme 

music. The third is a simple melody, with an accompani- 

ment @ /a Rubinstein. Players with small hands can take 
the large chords for the left hand quietly in arpeggio 
without spoiling the effect of the piece. 


Nordisches; Bilder aus dem Siiden. Pianoforte Duets by 
X. SCHARWENKA. London: Augener & Co. 
THESE pieces are all very charming and ably written. 
Herr Scharwenka, himself a talented pianist, has sought 
to give to both performers an interesting and effective 
part to interpret. The number of good duets is by no 
means legion, and every addition of interest will be 
welcomed by pianoforte players. The name WNordisches, 
to the first set of duets, is appropriate, for the quaintness 
of the intervals and rhythm, the notes reminding one of 
the mountain horn, the echo effects and the general tone 
and colour breathe the mystic spirit of the North. No 
less marked are the features which distinguish the two 
Pictures from the South. The style of accompaniment, 
the character and treatment of the themes, are those of 
the sunny South—the land of dance, of laughter, and of 
song. None of these pieces present any great difficulties 
to players, but demand for their due effect great care in 
observing the marks for phrasing and expression. The 
composer has shown his good sense, as well as his musical 
knowledge, in writing these duets, not to create mechanical 

difficulties, but to afford pleasure. 


Second Collection of Two-part Songs for Treble Voices. 
By FRANZ ABT. London: Augener & Co. 
ENCOURAGED by the great success of the first collection 
of Abt’s songs, published a few years back, Messrs. 
Augener and Co. have now issued a second volume of 





duets for treble voices by the same composer. Abt’s 
songs are so well known, and have become so universally 
popular, that we need only call attention to the great 
value and interest which these compositions have for 
family circles. They have been written with a view to 
afford both instruction and recreation. The melodies are 
simple, but not without a certain charm. The voice parts 
are written in an effective manner, and the accompani- 
ments are quite simple. 


Night in the Forest. Chorus for Male Voices (Op. 139). 
Hymn for Four Solo Voices and Chorus of Male 
Voices (Op. 154). By F. SCHUBERT. .. Augener and 
Co.’s Edition. 

THESE two great compositions were written during the 

last years of Schubert’s short life. For romantic beauty 

and solemn grandeur they deserve to rank with the best of 
his numerous songs. We commend them most cordially 
to the notice of all choral societies as works that will give 
infinite pleasure both to listener and performer. Night in 
the Forest is full of passages of extreme delicacy, and the 
Allegro molto vivace section exhibits Schubert’s peculiar 
but effective method of keeping for a long while to the 
same rhythm. The coda is wonderfully fine. The piano- 
forte accompaniment, written, we believe, by Schubert 
himself, as a substitute for the four horns, is graceful, and 
in its way effective. The great Hymn for solo voices, 

“An den heiligen Geist,” is of a very different character 

from the song just noticed, but is full of power, chaste 

beauty, and pathos. The solemn appeal to the Divine 

Being to give calm repose to each restless heart was in 

Schubert’s case soon answered. This Hymn was written 

in the last year of his brief and troubled life. To describe 

in words his beautiful works is indeed a difficult task. 

The pen can do little to reveal the poetry and charm of 

his music; we therefore advise all unacquainted with 


these fine part-songs to obtain and study them as speedily 
as possib!e. 


Musik-Lexikon. Von Dr. HUGO RIEMANN, Lehrer am 
Konservatorium zu Hamburg. Leipzig: Verlag des 
Bibliographischen Instituts, 1882. 


This volume, which contains more than 1,coo pages, is 
one of a series of lexicons now in course of publication, 
and known as “ Meyer’s Fach-Lexika.’ Unlike the 
German Conversations-Lexikon, which combines in one 
work all topics, each of the thirty-eight volumes of this 
series is complete in itself. The entire series comprehends 
works on history, philosophy, theology, science, law, 
geography, military affairs, art, and other subjects. Some 
of the most distinguished men in Germany have been 
engaged on these almost exhaustive series of Lexicons. It 
would be invidious to leave out any names from the noble 
list of writers, so we are compelled to let the works speak 
for themselves, and herald the fame of the writers where 
ever they may be c’rculated. 

In the volume before us we are reminded of two things. 
The first is, how much can be accomplished by a wise 
division of labour; and the second is, how painstaking 
and thoroughly exhaustive German scholars are in their 
literary labours. Perhaps these exhaustive methods at 
times Jead them into trivialities ; but even with these rare 
failings, we must express in the most handsome terms the 
debt of gratitude scholars in every part of the world owe 
to Germany for all it has done and is doing in the domain 
of letters. If we point out some errors in the work before 
us, it is done in no spirit of carping criticism, but rather 
to help in any future and revised edition. It is very easy 
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to find specks and to detest flaws in any work, but we all 
know that the conditions of life and possible knowledge 
are such as to preclude perfection in any department of 
human thought. 

The object of the publishers of these Lexicons has been 
to present, at a moderate price, convenient, compact, dis- 
tinct works, easy of comprehension, and possessing simi- 
larity as to form and treatment of the various topics. We 
shall await with interest the volumes on the Theatre, by 

. Kirschner, and the artistic volumes by Dr. Miiller, 
ucher, and others. 

The Music Lexicon before us brings up the subject upon 
which it treats as late as 1881. The minute information 
gleaned and treasured up is quite remarkable. As an 
illustration of this, we may mention the following :—We 
learn that the debut of Mr. Herbert Reeves was made in 
1880, We have given to us the exact date of the birth of 
Mr. J. Carrodus, and the name of the Yorkshire town 
where he was born. We are reminded that Mr. E, Prout 
is a Bachelor of Arts in the University of London; anda 
host of other minute particulars, not possessing great 
public interest, yet flattering to the persons mentioned, 
their friends and admirers. 

In the department of musical lexicography, some useful 
works have already appeared in Germany. We need 
scarcely mention Mendel’s “ Musikalisches Lexicon.” In 
England not much progress had been made until the 
appearance of Grove’s Dictionary, not yet completed. 
The older works of Bushy and Rees are out of date, and 
have almost disappeared. When the “Complete Ency- 
clopzedia of Music,” by John W. Moore, was published 
in 1852 at Boston, U.S.A., a large volume in royal octavo, 
it was hailed there as a great and valuable boon to 
musicians. It contains about the same quantity of 
matter as the volume now before us. It also proceeds 
very much upon the same method, not confining itself to 
mere biographical notices, but to a certain extent cover- 
ing the whole field of musical knowledge. It does not 
always happen that the most recent lexicographical work 
is the most complete, but the volume before us is, for the 
space, comprehensive and thorough. It has some honest 
German toil in it; it consists not of mere slips, but well 
articulated and finished work. This will be better under- 
stood by a brief mention of the topics treated. It 
presents in the most compact and terse form the 
biographies, careers, and the services rendered to musical 
art by composers, virtuosi, and professors of music. It 
deals with the past history of music, its present state, 
with the theory of composition, and all that relates to 
musical instruments. A constant effort has been made 
to give to each article its due proportions, though some 
names perhaps occupy more of space than they deserve, 
and some less. For instance, we learn a good deal about 
Dragonetti and Dr. Rimbault, whilst Lindley, so much 
belovedl by older musicians, is dismissed in a few lines. 
The writer of the article on Lindley is, however, just in 
the decision he arrives at, for we also feel that the greatest 
performers, either with voice or viol, vanish like the 
waves of sound they set in motion, whilst the writings of 
the great masters are immortal. Long ago Hamilton— 
who, by-the-bye, comes in for a very full notice—observed 
in his catechism on counterpoint that England has had 
many musicians, but few composers ; and he assigns, as 
the reason for this, that in every other country except our 
own there is explained in the most systematic and pro- 
gressive manner the musical principles delivered and 
illustrated by the most eminent theorists of Italy and 
Germany. The perusal of this Lexicon should quicken 
into an earnest activity the musical students of this 
country. The complete lists it gives of the works of the 





great masters is not only generally accurate, but inspiring. 
The biographical data for the Lexicon have been gathered 
from a vast range ; and many eminent men have leat their 
valuable assistance. It is enough here to mention Dr. 
Hans von Biilow in Meiningen, Mathis Lussy in Paris, 
Wiiitscheslaw Rossolowski in Petersburg, Martin Réder 
of Milan (at present in Berlin), F. Florino in Naples, A. 
Berwin in Rome, R. Hol in Utrecht, E. Gregoir in 
Antwerp, W. J. G. Nicolai at the Hague, E. Dannreuther 
in London, and Dr. L. Damrosch in New York. 

It is our duty not only to ascertain the accuracy of this 
Lexicon in regard to what is given, but also its sins of 
omission. The list shal] be by no means an exhaustive 
one. We find the following names entirely omitted :— 
Dr. S. S. Wesley, Dr. Stainer, Mr. W. Shakespeare, Sir 
R. P. Stewart, Dr. Steggall, and John Surman. Why 
is Perry given, and Surman, for so many years the con- 
ductor of the Sacred Harmonic Society, omitted? Sur- 
man, though not a professional by training, became so by 
his devotion to music for a lifetime ; he was the first con- 
ductor of that society ; he was on terms of intimacy with 
Sir Geo. Smart, Mendelssohn, Spohr, and almost all 
English musicians, and his name should not have been 
passed over with only a single reference to him in the 
article on Perry. 

Why is Harper, the great trumpeter, omitted? No 
such a player on that difficult instrument has lived within 
the memory of man. No performer in the orchestra, not 
even Lindley, was so much and so deservedly honoured. 
His connection with the East India Company, in which 
he held an appointment as a musician, and his being the 
composer of the trumpet soundings for the British army, 
entitle him to some mention. Again, we miss a not alto- 
gether unknown name, and one certainly that English 
pianists will not allow to fade from memory, that of 
Arabella Goddard. 

The Lexicon furnishes so many grounds for deserved 
approval that it would be easy to fill pages with extracts. 
We may, however, mention that the article on “ Music” 
gives in a very short space a good deal of information. 
The different periods of antiquity, the state of music in 
the Middle Ages, the progress made by music in modern 
and quite recent times, are neatly tabulated, whilst the 
leading features of each period are clearly and very suc- 
cinctly expressed. The scientific articles on “ Sound,” the 
explanation of “ Intervals,” and the technical articles gene- 
rally, are done with great care and success. From what 
we have said above, it is not to be inferred that English 
music and English musicians have been neglected. Quite 
the reverse is the fact. The article on H. Blagrove 
shows how searching and exact is the Lexicon, The 
writers are careful and fair in the extreme. Because they 
are of public importance, space is found specially to 
notice the Crystal Palace concerts. The méinutie as to 
dates are quite astonishing, and hence it is not to be 
wondered at if we are able to detect some errors. In 
regard to the birth of Auber, the Lexicon follows the not 
always trustworthy authority of Fétis in fixing it in 1782. 
Most dictionaries give it as taking place in 1784. The 
date of his death is incorrectly given as taking place on 
the 12th of May, 1870. It occurred in Paris, in 1871, and, 
according to some, on the 13th of May. 

Again, Daniel, the brother of Henry Purcell, is in the 
Lexicon said to have died in the year 1718, and to have 
been dismissed from being organist at St. Andrew’s, 
Holborn, in the year 1717, Mr. Cummings, in his mono- 
graph on H. Purcell, has shown conclusively that Daniel 
vacated his organistship by death ; and from the adver- 
tisement quoted from the Dazly Courant of Dec. 12, 1717, 
that Daniel Purcell died, not in 1718, but 1717. 
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E. PROUTS CANTATA“ALFRED” 


2. Chorus with Solo. (Alfred.) 


(Enter Alfred and the Saxon army.) 
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Again, in regard to Chopin’s works, the Lexicon 
mentions his numbered works as seventy-four. In the 
edition of his works by Klindworth, published at Moscow, 
the number given is seventy-two. His two concertos also 
are given as F minor and F sharp minor, instead of E 
minor and F minor. Why should Ferdinand David the 
violinist be named before Félicien David the great 
French composer? This arrangement can be justified 
neither on the ground of merit nor alphabetical order. 
Félicien David’s birth also is given as April 13, 1810, but 
both Mendel and Grove fix it as March 8, 1810. In 
referring to Schubert’s works the Lexicon says that 
only ¢hree string quartets (A minor, Op. 29; G major, 
Op. 161; and D minor) have been published. The 
Peters’ edition, however, contains eight complete 
quartets, and gives'a ninth, “ Quartett-Satz,” in C minor. 
Mr. Cusins is mentioned as one of the examiners of the 
“ Akademie Freistellen.” This might easily be mistaken 
for the Royal Academy. The fact is that Mr. Cusins, in 
1876, became joint examiner, with Mr. Hullah and Mr. 
O. Goldschmidt, for scholarships in the National Training 
School of Music. Again, no mention is made of Mr. F. 
Cowen’s Scandinavian Symphony, produced in 1880, the 
work which brought him so prominently before the public, 
and which has so enhanced his reputation. 

It must not be supposed that by the number of the 
foregoing particulars we wish to impeach the general 
accuracy and fulness of the work. It is, again we repeat, 
a model of accuracy and completeness, and it is brought 
up to the latest possible date. Thus we have reference to 
Abt so late as 1881, and to the opening of a Conserva- 
torium at Berlin in October of the same year. The dis- 
covery also of Haydn’s autograph score of La vera Con- 
stanza in Paris in 1879 is mentioned, interesting details 
in regard to which opera, and the Paris score, may also 
be found in C. F. Pohl’s second volume on Haydn, just 
published. The Lexicon is got up in a neat, elegant, 
and compact form. It is a valuable book of reference, 
and leaves little to be desired. 








Concerts. 


—@o—- 
CRYSTAL PALACE CONCERTS. 


ON April 22nd Anton Dvorék’s symphony in D, dedi- 
cated to Herr Hanns Richter, was performed here. The 
programmes of these concerts have of late consisted prin- 
cipally of well-known classical works, and the choice of 
this symphony was certainly a wise one. Of all the 
younger composers of the present day, Dvorik must cer- 
tainly be accounted one of the most prominent. The 
Crystal Palace had the honour of first introducing, on 
February 15th, 1879, his orchestral music, the “ Slavonic 
Dances.” Since then his music has been heard at the 
Monday Popular Concerts, Mr. C. Hallé’s recitals, the 
Richter Concerts, and other places too numerous to 
mention. In first attempting a symphony, a composer 
is engaged on one of the highest forms of his art, and one 
in which his great prédecessors have left specimens which 
it seems exceedingly difficult to follow, and all but impos- 
sible to surpass. Dvordk has produced a work clear in 
form and full of pleasing melody and ingenious writing, 
but the unmistakable influence of Beethoven detracts 
somewhat from the value of the two first movements, and 
also of part of the third. This latter is a scherzo, a speci- 
men of the Slavonic dance called a furiant, and as such 
possesses a certain amount of character. The finale, the 
best portion of the symphony, is vigorous, and the in- 
teresting themes are worked out with considerable skili. 





Herr Franz Rummel gave a very good performance of 
Weber’s “ Concertstiick” at this concert ; and Miss Mary 
Davies sang songs by Weber and Schubert. 

On April 29th Mme. Sophie Menter was the pianist, 
and played with much brilliancy Liszt’s first pianoforte 
concerto in E flat. Schubert’s symphony in C was in- 
cluded in the programme. 

At the concert on May 13th a recent composition of 
Rubinstein’s was heard forthe first time in England, en- 
titled “The Storm.” The sea has always had an irre- 
sistible attraction for composers, and more especially for 
Rubinstein. His Ocean symphony originally consisted of 
the four ordinary divisions ; some years ago he added two 
more sections, and quite recently yet another one, thus 
making in all seven movements. The analyst in the 
programme book is quite correct in describing this 
“storm picture” as one of astonishing vigour and 
realism. Chromatic passages, ascending and descending, 
represent to us the mountains and valleys of the troubled 
sea; the drum imitates the thunder, and various 
clever devices are employed to depict the howling and 
whistling of the tempest, but the composer shows skill 
rather than imagination. The movement is too real ; and 
the greater part of it mere noise and sound without either 
musical sense or beauty. 

Mlle. Vera Timanoff was heard to advantage in a 
showy and brilliant fantasia of Liszt’s for pianoforte and 
orchestra on themes from Beethoven’s “ Ruins of Athens.” 
The programme included Beethoven’s fourth symphony. 
Miss Robertson and Miss Fanny Robertson sang in an 
agreeable manner songs by Randegger, Paisiello, and 
Boito. 


THE SACRED HARMONIC SOCIETY. 
(By one who was at the first and the last Concert.) 


WHEN Goethe wrote his preface to Faust, long years 
after he had commenced his great tragedy, he tells us of 
those to whom he had shown the first rude sketch, and 
he describes in most touching language his own sad and 
melancholy feelings, when voices silent in death still 
lingered like distant fading echoes from the past in his 
soul. There were a few, and only a few, at the closing 
performances of this Society who had this, or a similar 
feeling. The Sacred Harmonic Society has done a good 
work for sacred music, and, indeed, for classical music 
generally, in this country. Its efforts have been recognised, 
and also, to some extent, imitated, not only on the Conti- 
nent, but also in the United States of America. In speaking 
of sacred music, Edward Hanslick, one of the most pene- 
trating and intellectual musical critics of the nineteenth 
century, says :— Handel is nothing like so popular in 
his own country as in England. The English people are 
as well acquainted with the Messiah as the German people 
with the Freischiitz ana the Zauberflite.” He adds: 
“ Lichtenburg once wrote from London to Boye—‘ Shake- 
speare is looked upon in England not merely as a great 
writer, but is honoured as a saint.’ This remark may 
be applied unconditionally to Handel. The Handel 
cultus is really the musical religion of England. The 
Sacred Harmonic Society is the principal sanctuary of 
this religion in London. This famous institution we 
may venture to call the first Musical Society in the 
world.” This is high but not undeserved praise. We 
have ourselves heard the Samson of Handel one week in 
Exeter Hall, and a few days afterwards listened to its 
pathetic and noble strains in a German concert-room. 
We have forthwith crossed the Atlantic, and found the 
“Handel and Haydn Society” of Boston full of enthu- 
siasm, treading in the steps of the London Society. 
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A few names should be mentioned—all of them persons 
of comparatively humble positions in life—the fathers and 
founders of this Society:—John Surman, originally a 
solicitor’s clerk, facile with the pen, of faultless temper, 
loving every strain that Handel wrote, was for many years 
the conductor of the Sacred Harmonic Society. Travers, 
originally a shoemaker of Somers Town, was the chorus- 
master at the first performance of sacred music in Exeter 
Hall. Hewasa good violinist, and a still abler performer 
on the violoncello ; later he added the piano and organ 
to his accomplishments, became a Professor, and was not 
unknown to Sir George Smart, Brownsmith, Dr. Elvey, 
and Turle. William Holderness, a mathematical instru- 
ment maker, a finished baritone singer, the only amateur, 
except Turner, who could make a fine shake. He had 
learned music under his father, the leader of singing at a 
Baptist chapel in St. Ann’s, Soho. Bowley, a boot- 
maker in Charing Cross—his name is still written up— 
figured in the choruses as No. 1 of the basses, was 
the organist at Orange Street chapel, Leicester Square ; 
the projector of the Handel Festival at the Crystal 
Palace, and afterwards manager there till his melancholy 
death. Joseph Walker, a good tenor, and the son of the 
editor of Dr. Rippon’s and Walker’s Tune-books, which 
held sway for so long a period in the churches and 
chapels of England. The popularity of “Denmark,” 
“ Cheshunt,” and “ Calcutta,” e¢ hoc omne genus, are due 
to him. Turner, of the Poultry, also a tenor, and the 
rival of Walker, not confined to the chorus, for he 
sang with much sweetness and purity the songs in the 
Messiah and the Creation. Young Gray, an organ-builder. 
talented and erratic, played the violin, and secured 
the loan of the first organ put up in Exeter Hall—before 
Walker’s organ—for the use of the Amateur Musical 
Festival, the precursor of the Sacred Harmonic Society. 
Among a host of others, Joseph Hart, of Hatton Garden, 
music-seller, and Brewer, of the City of London School, 
must not go unmentioned. Hart first published the 
“ Chorister’s Companion,” a work which contained music 
from the old church composers; and, subsequently, the 
“Sacred Harmonist,” consisting of Handel’s Ze Deum, 
The Creation, selections from Saul, Joshua, Israel in 
Egypt, and, subsequently, the whole of the Jessiah. 
Quiet, gentle, and unassuming, Hart did more for good 
music in England than any man during the half century. 
He and Surman worked hand in hand. 

The incidents of the past in connection with the 
Sacred Harmonic Society would fill a volume. It was 
a red-letter day in the history of the Society when, on 
September 12th, 1837, St. Pau’ was given under the 
direction of the composer. Mendelssohn was himself 
charmed and delighted. Great was the enthusiasm when, 
in 1843, Spohr’s Fuad/ of Babylon was performed, con- 
ducted also by the composer himself, Dr. Taylor 
standing on the right of Spohr, and acting as the in- 
terpreter and friend of the composer. The amateur 
performers were quite free in their criticisms on these 
new oratorios. The writer of the article in “Grove’s 
Dictionary” gives but little information as to the origin 
and early history of the Society. Before the meetings 
at Gate Street chapel, at which the writer of this 
notice was present—to which meeting the writer in 
“Grove’s Dictionary” refers—many meetings had taken 
place elsewhere. It barely mentions the name of Mr. 
Harrison, a tobacconist in St. Martin’s Court, a man 
of fine presence, temper, and character, though not a 
musician, who from the very first took a leading useful 
and prominent position in the Society till his death in 
1870. That so prominent a Society should have grown 
out of such a beginning is very remarkable. When Sir 





Michael Costa, who has so ably conducted since 1848 up 
to the last concert, was appointed, he met with opposition 
which need now scarcely be mentioned. His services 
proved invaluable. It is a pleasure for one who was the 
personal friend of Surman, from Surman’s youth to his 
death, to be able thus to speak of Costa. Most fitting 
was it that £7 should be the last performance but one of 
this great Society. Its friends, and especially its old 
friends, were more than glad to see Sir Michael in his 
place as conductor at this performance. We think it was 
a mistake to close with So/omon, fine as some parts of 
that oratorio are. A grand performance of the Messiah 
would have been the fitting termination of this erst 
magnificent Handel Society. Sir Michael Costa con- 
ducted with singularly calm dignity and power. Re- 
stored to health—which we trust may long continue—it 
was not difficult to detect the deep emotion which surged 
under his apparently still demeanour. The trumpets and 
brass have flung their dying echoes over the vast assem- 
blages, the last grand chord has ceased to vibrate, the 
applause, renewed again and again, has found its end; we 
keenly watch for the last movement of the conductor, and 
he gently smites with his baton the music on the stand 
before him, as though he would exclaim, Svc transit gloria 
mundi / 


PHILHARMONIC SOCIETY. 


THE programme of the fifth concert included Weber’s 
incidental music to Preciosa. The sparkling and ro- 
mantic choruses were well sung by the choir, and Miss 
Santley rendered with much taste and expression the 
beautiful song, “Lonely am I now no longer.” The 
music, both vocal and instrumental, greatly pleased, 
although, of course, it loses much of its effect when given 
apart from the stage. The text was read by Mr. Samuel 
Brandram. Signor Sgambati, an Italian by birth, and a 
pupil of Liszt, made his first appearance in England at 
this concert, and performed a concerto in G minor, of his 
own composition. The work is not devoid of merit, but 
in the first movement there is a confusing mixture of 
styles, and the pianoforte plays therein a very subordinate 
part. The andante is pleasing, but of very simple cha- 
racter. The finale is the best portion of the work; the 
themes are interesting and well developed. Signor 
Sgambati plays with much refinement. The programme 
included Beethoven’s “ Pastoral” symphony. Madame 
Christine Nilsson sang “ Mi tradi quell’ alma,” from Dox 
Giovanni, and Schubert’s serenade. The concert was 
conducted, as usual, by Mr. Cusins. 


RICHTER CONCERTS. 
THESE concerts commenced on May 3rd, and Mr. Eugéne 
d’Albert made his first appearance since his return from 
Germany, and performed Rubinstein’s concerto in D minor. 
He played exceedingly well, but the choice of this difficult 
but uninteresting show piece was not a wise one. Mr. 
d’Albert ought to have been heard in some great classical 
work. The programme included Wagner’s Kaiser-Marsch 
and Zannhiuser overture, and Beethoven’s third sym- 
phony. The performance of Steg/fried at her Majesty’s 
Theatre on Monday, May 8th, prevented us from at- 
tending the second concert, at which Gospodin Adolf 
Brodsky played T'schaikowsky’s new concerto for violin 
and orchestra (Op. 35). At the third concert, Dvorak’s 
Symphony in D was given. This new work is noticed in 
connection with the Crystal Palace concerts. Herr EF. 
Rappoldi was announced to play Godard’s Concerto 
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Romantique, but the band parts not having arrived; he 
performed, and with great success, a prelude and fugue of 
Bach. The programme included Brahms’ ' Deutsches 
Requiem. 

At the fourth concert Mr. Oscar Beringer gave a very 
fine rendering of Beethoven’s E flat concerto. Wagner’s 
Overture and “Venusberg” music (Zanmhiuser), and 
Siegfried Idyll, and Beethoven’s 4th symphony, completed 
the programme. Space compels us to give only a very 
brief account of these important and interesting concerts. 
The band is excellent, and Herr Richter conducts with 
his well-known ability. 


SYMPHONY CONCERTS. 


THE symphony concerts commenced on May Ist. 
Madame Sophie Menter was the pianist, and gave a 
brilliant performance of Rubinstein’s Concerto in G. The 
principal feature of the programme was Beethoven’s 
Choral Symphony. The choral part was well rencere1 
by the Beethoven choir. At the second conceit, on 
May 12th, Frau Anna Sachse-Hofmeister, from Her 
Majesty’s Theatre, made her appearance, and sang, wit) 
much success, arias by Weber and Gluck. The pro- 
gramme included Schubert's Symphony in c, and 
Beethoven’s incidental music to Egmont. At the third 
concert, on May 18th, Herr Heinrich Vogl appeared, and 
sang an air from Samson and songs by R. Franz, Herr 
Vogl has greatly distinguished himself at the performances 
of the Ring des Nibelungen, in the réles of Loge and 
Siegfried. The programme contained also overtures by 
Cherubini and Berlioz, and Beethoven’s Pastoral Sym- 
phony. We are sorry only to be able to give a formal 
résumé of these concerts. Mr. Charles Hallé has proved 
himself throughout a most able and efficient conductor. 
The proceeds of these concerts are to be devoted to the 
fund for the Royal College of Music. 


BOROUGH OF HACKNEY CHORAL ASSOCIA- 
TION. 
THIS flourishing Society gave its fourth and last sub- 
scription concert at the Town Hall, Shoreditch, on 
Monday, the 1st of May. ‘The great event of the 
evening was the performance of Mr. E. Prout’s new 
cantata Ad/fred. It is now three years since the enter- 
prising conductor of this Society produced his first can- 
tata, Hereward, which met with such marked approval, 
and which has been since heard at the Crystal Palace, St. 
James’s Hall, in the?provinces, and also in the colonies. 
Anglo-Saxon history touches a deep chord quickly 
responsive in the English heart, and there is every reason 
to believe that A//red will prove an equally great, if not 
a greater, success. At the Shoreditch concert Miss 
Annie Marriott was the Alswitha, the betrothed of 
Alfred, Mr. Shakespeare the Hero-king, and Mr. F. King 
Guthrun, leader of the Danes. The solo parts were 
rendered with satisfaction to the audience and the com- 
poser. The band and chorus were excellent, and Mr. 
Prout, who conducted his own work, well merited and 
obtained an enthusiastic reception. The second part of 
the concert consisted of Mozart’s symphony in G minor, 
the one in which Schubert could “hear the angels singing ;” 
the “Ah Perfido” of Beethoven ; and a selection from the 
Huguenots. We invite the attention of our readers to the 
detailed account given of A/fred in another part of THE 
MUSICAL RECORD. The Hackney Association intend 
next season giving four concerts. The dates will be duly 
announced. Of the principal works proposed for per- 
formance we would mention Cherubini’s Mass in c, 





Mozart’s music to King Tiamos, and Schumann’s Para- 
dise and the Peri.. English art will be represented by 
Mr. Mackenzie’s Bride, Mr. A. G. Thomas’s Sux Wor- 
shippers, and Mr. E. Prout’s cantata Hereward will be 
repeated. 


MR. GANZ’S ORCHESTRAL CONCERTS. 
Mr. GANZ, as announced in last month’s issue, gave his 
first concert at St. James's Hall on Saturday, April 22. 
This enterprising conductor, always on the look-out for 
novelties, opened the present season with Liszt’s sym- 
phony, “ Dante’s ‘Divina’ Commedia,” dedicated to 
Richard Wagner. This work, written at Weimar probably 
about the year 1856, is a curious but a most unsatisfactory 
composition. Dante’s epic is spoken of by Dr. Pohl, in 
his preface to the score of the symphony, as “ one of the 
most sublime conceptions of the human mind, and an 
everlasting source of admiration.”” The same certainly 
cannot be said of Liszt’s tone-picture. The first part, 
bearing the inscription “Inferno,” is long, and with the 
exception of one pleasing and well-worked episode, which 
is supposed to represent the unhappy lovers Paolo and 
Francesca, very wild and noisy. Had the composer 
carefully meditated on the celebrated inscription over the 
gates of Hell, 

“* Lasciate ogni speranza voi ch’ entrate,” 


he would, we think, have decided that it was useless to 
attempt in music a picture of the “city of woe.” The 
connection of the subject does not infuse any interest in 
the movement, and considered as abstract music it is a 
failure. “ Purgatorio” certainly presents, as the pro- 
gramme book informs us, “a quieter scene,” but the 
music is very tedious. The analyst, in the programme 
book, informs us that a certain fugal passage in this 
movement “has been commended as suitably expressing 
the condition of the souls in Purgatory.” In the third 
movement, “Paradiso,” a chorus of female voices, is in- 
troduced. The words of the “ Magnificat” are set to an 
old church melody ; the music is plain and simple, and 
contains nothing that one can strongly admire or 
thoroughly dislike. The performance of the whole work 
was remarkably good, though in the “ heavenly music ” 
of the third movement more delicacy and attention to the 
lights and shadows would doubtless have added to the 
interest of the music. After the scenes of “ eternal pain,” 
after the dull relief of Purgatory, we should thankfully 
have welcomed strains of real heavenly melody such as 
Mozart and Beethoven have revealed in many a slow 
movement, rather than a dry and formal setting of an old 
Gregorian tone. 

Herr Ondricek gave a fairly good rendering of Men- 
delssohn’s violin concerto. The programme included 
Beethoven’s fourth symphony and his “ Egmont” over- 
ture. 

The programmes of the second and third concerts 
contained no novelties, but at the latter Monsieur 
Vladimir de Pachmann made his first appearance in 
England, and performed Chopin’s concerto in F minor. 
This gentleman gained a marked and well-deserved 
success. He is not one of the “ Boanerges” school, but 
he has a most refined and delicate touch, and his style of 
phrasing shows poetical taste and intellectual compre- 
hension. He also played some short solos by Haydn, 
Field, and Liszt. Miss Carlotta Elliot sang an air from 
Mozart’s Jdomeneo, and songs by Rubinstein and 
Grieg. The concert concluded with the overture to 
Tannhduser. The programme-book gave the extra- 
ordinary intelligence that this overture was first performed 
in England in 1879. 
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MADAME SOPHIE MENTER’S RECITALS. 


THIS gifted lady, who created such a sensation in London 
last season, has paid us another visit, and her phenomenal 
playing again excites the same wonder and admiration. 
She gave two pianoforte recitals at St. James’s Hall on 
April 24th and May 5th. The principal feature of the 
first programme was Schumann’s Carneva/, in which 
Madame Menter showed much originality of interpre- 
tation. Two short pieces by Scarlatti, studies by 
Henselt, and some charming Schubert transcriptions by 
Liszt, afforded ample op nity to the pianist for the 
display of her delicate touch and finished mechanism. 
The “Chopin” selection, including preludes, studies, 
the beautiful mazurka (Op. 68, No. 2), a valse, and the 
great A flat Polonaise, was very interesting. Her ren- 
dering of the works of the Polish composer evinces much 
taste and refinement. The last piece in the programme 
was Liszt’s masterly transcription of the Zannhduser 
overture, and the wonderful ease with which Madame 
Menter surmounted the fearful difficulties was fully 
acknowledged by a large and enthusiastic audience, 
The second recital,on May 5th, included Beethoven’s 
Sonata Appassionata and a varied [selection of pieces, 
concluding with Liszt’s show-piece, the “ Don Juan” fan- 
tasia. Madame Menter is announced to give a third 
and last piano recital, after her provincial tour, at St. 
James’s Hall on Friday, June 2nd. 








Musical Potes, 


—_—~— 


THE second cycle of Nibelung’s Ring commenced at Her 
Majesty’s Theatre on the 12th of May, concluding on the 
16th. There were some interesting changes in the cast— 
a new Wotan, Herr Reichmann, possessed of a rich voice 
and an earnest style of acting ; Frau Reicher-Kindermann, 
whose impersonation of Briinnhilde was full of dramatic 
power ; and Frau Vogl, as Sieglinde, in the Walkiire, 
who pleased greatly, but did not surpass the efforts of her 
predecessor. The general performance was good; better, 
indeed, than the first. The third cycle commenced on 
the 19th, and the fourth and last on May 25th. We are 
pleased to note that the performances of the tetralogy have 
created great interest in musical circles, and that Herr 
Neumann is sufficiently well satisfied with the results of 
the present season to entertain the idea of bringing his 
company to London again next year. 


WAGNER has returned to Bayreuth, and Liszt arrived 
on April 19 at Weimar, his usual summer residence. 


THE next meeting of the “Allgemeinen Deutschen 
Musikverein ” will take place at Zurich from the 8th to 
the 12th of July. The orchestra of the town will be re- 
inforced by thirty members of the Royal Court Orchestra of 
Stuttgart. The most important items of the programme 
are Liszt’s oratorio, Die heilige Elisabeth, Albert Becker’s 
Mass in B minor, Brahms’ Va@nie, and Hans Huber’s 7e// 
symphony. 

THE firm of F. E. C. Leuckart (Constantin Sander) of 
Leipzig has issued the first part of “ Die Geschichte der 
Musik des 17, 18, und 19. Jahrhunderts” (History of 
Music ofthe 17th, 18th, and 19th Centuries), by Wilhelm 
Langhans. This work is chronologically a continuation 
of Ambros’s “ History of Music.” 


THE project of an international exhibition of instru- 
ments, to be held during the summer of 1883 at Berlin, 
has been abandoned. 





THE Meyerbeer bursary, which on this occasion is 
worth 4,500 marks (£225), will be again competed for in 
1883, Competitors must be Germans, 28 years of age, 
and pupils of one of four musical institutions in Berlin or 
of the Cologne Conservatoire. The successful aspirant 
has to pass six months in Italy, six months in Paris, and 
six months in the principal towns of Germany (Vienna, 
Munich, Dresden, and Berlin). 

THE first two performances of Parsifal (July 26 and 
27) are for members of the “ Patronatverein” only. For 
the following fourteen performances, the first of which 
takes place on July 30, tickets may be bought at the price 
of thirty marks (£1 Ios.), There will be three perfor- 
mances every week, namely, on Sunday, Tuesday, and 
Friday. 

NEW OPERAS.— Wilhelm von Oranien, by Heinrich 
Hofmann, was for the first time performed at Dantzig ; 
Claudia, by Gustave Perronet, was produced with success 
at Marseilles; and Der Bauer ein Schelm, by Dvorak, 
will be heard next month at Prague. 

Liszt's oratorio, Die heilige Elisabeth, was performed 
in French at Brussels, on May 3, by the “Société de 
Musique,” under the direction of Joseph Mertens. The 
composer had been invited, and was present. Saint- 
Saéns, Massenet, and Zaremski, were among the auditors. 

THE Royal Academy of Brussels offers two prizes to 
be competed for: 600 francs for a “Critical study on 
Grétry’s life and works, and his position in the history of 
music of the eighteenth century ;” and 1,000 francs for a 
trio for pianoforte, violin, and violoncello. Only Belgians 
can compete. 

A NEW symphony by F. Gernsheim has been given with 
great success at Rotterdam. It was heard first on March 
16, and repeated on the 23rd of the same month. 

THE French papers, musical and others, are full of 
Franzois de Rimini, the new opera of Ambroise Thomas. 
“La Renaissance Musicale” favours its readers with ex- 
tracts from at least fifteen criticisms. Saint-Saéns’ 
opinion will be read with most interest. He writes: 
“ What this long work wants is ¢c/at, vigour, decision, a 
well-determined and well-carried-out musical plan, logic. 
The pieces follow each other without giving unity to the 
opera. The orchestration is clever (savamment traité), 
but without originality. .M. Ambroise Thomas, who 
directs the Conservatoire, is an excellent grammarian. 
He writes with perfect correctness; he possesses all 
styles, but has unfortunately been unable to form out of 
them one of his own.” 

To Charles Dancla has been awarded a gold medal, 
the prize offered by the Paris “ Société des Compositeurs” 
for the best string quartet. 

THE Italian Chamber of Deputies has under considera- 
tion the extension and modification of the law_of 1875 
concerning the rights of authors, 


IN Milan a “ Committee for the Protection of Literary 
and Artistic Property” has been formed. Cesare Cantu 
is the honorary president, and other well-known men are 
members. The Society is to be comprehensive and to 
include “all writers a | authors of scientific, literary, and 
artistic works, Italians or residents in Italy ; and, further, 
men of letters, painters, sculptors, musicians, engineers, 
architects, &c.; editors, capo comici, and all those who 
are in possession of authors’ rights; and in general all 
cultivators of literature, the arts, and sciences.” 

THE “Societs del Quartetto” of Milan offers a prize 
of 1,000 lire (£40), and one of 500 lire for a trio for piano- 
forte, viola, and violoncello. Foreigners are excluded from 
the competition. 
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DonizettI’s // Duca d’ Alba has failed to please the 
Neapolitans. The Archivio Musicale, a fortnightly paper 
founded by a number of enthusiastic amateurs and pro. 
fessors at the beginning of this year, says that Donizetti 
never completed the opera, or, if he completed it, destroyed 
it afterwards and introduced the music composed for it 
into his subsequent works—Favorita, Linda, and Maria 
di Rohan. The committee formed for the purpose of 
examining the authenticity of the work found indeed not 
a complete opera, but various pieces and fragments. In 
short, J? Duca a’ Alba is a pasticcio, and only in part by 
Donizetti. 

DuRING the Industrial Exhibition which is to be held 
this summer in Moscow, the Imperial Russian Society of 
Music intends to give ten great symphony concerts in 
which only Russian artists will be allowed to take part. 
Rubinstein will conduct the first concert. 

IN our American contemporary, Music: A Review, we 
read of a “New York Music Publishing Company 
(Limited),” which, “ organised under the laws of the State 
of New York, is an association of gentlemen, all of whom, 
with a single exception, are professional musicians, and 
several of them prominent composers and directors of 
the most popular orchestras. The object of the company 
is primarily to publish original compositions for orchestra, 
band, and piano, which shall have been first carefully 
tested and their excellence fully proved. Having in its 
organisation composers of wide popularity, and abundant 
opportunity for giving their compositions a thorough 
trial, it may be accepted without reserve that the imprint 
of their company on any composition will be an infallible 
guarantee of its superiority.” The experiment is interest- 
ing, but not very promising. 

AT a congregation held in the Senate House, Cam- 
bridge, on Thursday, the rith ult., the degree of Doctor 
of Music was conferred upon Edwin J. Crow, of St. John’s 
College, and organist of Ripon Cathedral; and upon 
Charles Joseph Frost, of Sidney Sussex College, and 
organist of Christ Church, Newgate Street, E.C. 

MEssrs. SCHOTT AND Co. have just published the 
vocal score of Wagner’s latest music-drama, Parsifal, 
which is to be heard for the first time in July next, at 
Bayreuth. A review of the whole work will probably ap- 
pear in our next issue. Messrs, Schott have also issued 
translations of the words of Die Meistersinger and the 
Ring des Nibelungen, by H. and F. Corder. The little 
volumes are exceedingly handy for those who have not a 
very perfect knowledge of German, for the German text is 
on one page, and the English on the other. The transla- 
tion earnestly endeavours to impart the spirit and quaint- 
ness of the original. 

THE professors of the National Training School for 
Music have presented Mr. Arthur Sullivan with an album 
containing the photographs of the professors, officials, 
and students who had been associated with him during 
the term of his holding office as Principal of that institu- 
tion. The album also contains an illuminated address, 
and a tasteful frontispiece designed by Mr. J. R. Clayton. 

A PERFORMANCE of Mr. Farmer's oratorio, Christ and 
His Soldiers, was given on April 29, in St. Margaret’s 
Church, Westminster, composed of Mr. Stedman’s 
choir, and the united choirs of St. Margaret’s and West- 
minster Abbey, supported by an efficient orchestra. Dr. 
Bridge presided at the organ, and Dr. Farmer himself 
conducted. 

Mr. E. PRout’s cantata, A/fred, will shortly be per- 
formed at Newcastle-on-Tyne and other towns in the 
north, The composer’s first cantata, Hereward, has lately 
been given at Newcastle with very great success. 





AUGENER & CO.’S EDITION, No. 8034. 


HE CHILDREN’S BEETHOVEN.—SHORT 

PIECES FOR THE PIANOFORTE (30 Solos, 6 Duets) by L. 

VAN BEETHOVEN. Selected, Arranged (without Octaves), Fingered, 

and Revised by E. PAUER. Blue gto Vol., with Illustrated Biography, 
&c., net, 3s.; or bound in cloth, net, 4s. CONTENTS :— 

PIANOFORTE SOLOS. 
1. Andante inc (Sonata, Op. 26), | 15. “Sally in our alley.” Scotch 
2, Allegretto in c (Choral Fan- Song in b. 
tasia, Op. 80) 16. The Rose- Irish Song in 


3. Bagatelle in F. . Op. 3 B flat. 
17. The Cottage Maid. Welsh Song 


4. Tema oon Variazioni 2 B flat 
in G. 
18, O sanctissima. Sicilian Air in F. 
19. Air Tirolien in F, 


Septuor, Op. 20). 
5. Pelonis in F (Serenade-Trio, 

20. Minuet in c. 
21. Minuet inc. 


22. Minuet in c (Trio, Op. 87). 
23. — in G (Sonata, Op. 49, 


ip. 8). 
6, Allegretto in A minor (Sym- 
phony, No. mL; 
7. Prestoinc (Trio, Op. 87). 
8. Allegretto in c (Sonata, Op. 
= 2). 
g. Andante con moto in G (Violin 
Sonata, Op. 12, No. 1), 
10. Six easy Variations in G. 
11. Finaleinc (Symphony, No. 1). 
12. Adelaide. ng in B flat, 
Song 


13. ‘New love, new life.” 
inc. 

14. “‘God save the King.” Ins 
flat. 


0. 2). 
24. Minuet in & flat. 
25. Minuet in pv, with two Trios 
Serenade-Trio, Op. 25). 
26. March in p amationh 
27. March in G (King Stephen), 
28. March in B flat (Leonora). 
29. Rustic Dances in p. 
30. Six German and six Contre 
Dances. 





DEON. Collection of Standard Pieces. Se- 
lected, Arranged for Small Hands, Fingered, and Revised by 


E. Pavgr :— 

G. F. HANDEL. 1685-1759. 
1. Gavotte ee ee + ee 
2. Chorus from “‘ The Messiah” 
3. Largo... ae ae - - ee se 
& Symeheny from ‘‘ Heracles” .. oe ee 
5- Chorus from ‘‘ Theodora” os ee ee 
6. Minuet 


eee ee ed 
eooo0oo ®& 


J. S. BACH. 1685-1750. 
7. Prelude ‘“n ee ae eo 

8. Sarabande .. . ce ee 

9. Siciliano ee «e w 

to, Echo .. ee ee 

1x. Gigue.. ‘da ee 

12. Bourrée ee 


ol Melee! 
eoeo00°0 


JOS. HAYDN. 
14. Ariettacon Variazioni ..  .. ‘ «eo 
15. Andante (The Clock movement),. ee ee 
16. Aria from ‘‘ The Creation” “ ae “a 
17. Finale from the Symphony in B flat’ .. se 
18, Minuet from the “Surprise” Symphony... 
W. A. MOZART. 1756-1791. 
19. Larghetto from the Clarinet Quintet .. a 
20.«Romanza from the Concerto in D minor eo 
21. Minuet from the Symphony in £ flat .. ae 
22. Aria from “‘ Die Entfiihrung aus dem Serail” 
23. Duet from “ Le Nozze di ag FR ise «e ee * 
24. Six Minuets (composed for the Imperial Balis of Vienna) .. 
L. van BEETHOVEN. 1770-1827. 
25. Allegretto from the Choral-Fantasia_ .. wi de ee ee 
26. Polonaise from the Serenade for Violin, Tenor, and Violoncello .. 
27. Presto from the Trio for two Oboes and English Horn .. ° 


1732-1809. 
13. Serenade ee tes 


ee ee 
ecocoece 


ee ee 
eo0eoo0 0° 


28, Adelaide ee ee oe ee 
29. Minuet ee os 
30. Six German Dances ep ee ee ee : 
C. M. v. WEBER. 1786-1826. 
31. Minuet from the Clarinet Quintet es ee 
32. Rondo.. ee oe es es ee ee 
33. Torchlight Dance, from ‘‘Silvana” .. oe 
34 Annie's Arietta from ‘‘ Der Freischiitz” ee 
35- Menuetto serioso from “‘ Euryanthe” .. ee 
36. Finale of the First Act from ditto ee es 
F. MENDELSSOHN-BARTHOLDY. 
37. Sunday ee ee ee ee ee ee 
38. The Garland .. ee ‘ ee 
39- 1 would that my love “ ee “ 
40. March from the Capriccio, Op.22 ee 
41. Andante from the first Piano Trio ee ee ee 
42. Andante from the Violoncello Sonata, Op. 45 ee 
ROB. SCHUMANN. 1810-1856. 
43. Study .. es ee ee ee se ee ee 
44. Serenade... ee te é ee és 
45. A little Cradle Song oe ee ee ee 
46. Funeral March from the nanan Op. 44 ee ee 
47., Farewell Song of the Herdsman ee es ee 
48. Evening Song ee ° 


ve nnon 
eoooed 


. 


a eee) 
eoo0o0c°0 


Sn eenne 
eooeo0e 


eoocoe°o 


. 


| 
} 


M. v. WEBER. Euryanthe. 


¢ romantische Oper in 3 Akten. Klavierauszug mit Text. 
(262), net 2s, 3d. 


Grosse heroisch- 
8ve 
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Now ready, for June, 44 pp., 2d.; post free, 3d. 


USICAL OPINION AND MUSIC TRADE 
REVIEW. 
Pitman ; and to order of all Book and Music Sellers. 


. 7 ARIETIES.—Short Pieces for the Pianoforte.— 


No. 1, Divertissement Sérieux Variations on an Original 
By Fetix BaKER. —Augener & Co., NS, Revgate Street. 

‘*T saw at once that they would make "excellent teaching pieces for any 

teacher who wishes to accustom his pupils to really good music.”— 

Spontaneously written (in remitting) by a Stranger in the Profession. 


OLLEGE OF ORGANISTS.—The MID- 


SUMMER EXAMINATIONS will take place on Tugspay and 
Wepnespay, JuLy 4th and sth, for Associateship, and on Tuursbay, 
Juty 6th, for Fellowship, at 10 a.m, each day. Candidates’ names, accom- 
panied by the usual fees, a be sent in on or before June a7th, Full 

rticulars on application.—E. H. Turpin, Hon. Secretary, 95, Great 
ussell Street, em eel 


AVORITE SCOTCH SONGS. “I’m glad my 


heart's my ain,” 1s. 6d. net; “E souyre Reply,” 1s. 6d. net ; 

“ Four Maries,” 18. 6d. net; ‘Wife's Farewell,” 1s. 6d. net ; “* Piper o° 

Dundee” (New Version), 1s. 6d. net; ‘‘ Lang awa’ ‘Ship,” as. net; “‘ Fair 
fa’ the gloamia,” 1s. 6d. net. 

Dundee : Meruven, Simpson, & Co. 


Air. 








London: Patey & WILts. 


ARROW SCHOOL MUSIC, by Joun Farmer, 
Organist and Music Master to Harrow School. 


ORATORIO, “Christ and His Soldiers.” 


Cloth, 4s. ; Paper Cover, 38-3 ; Book of Words, 2d. 
Orchestral parts complete, 6s 


GLEE BOOK. Vols. I. and II. Cloth, 4s, each. 


Part SONGS FOR PuBLIC SCHOOLS, 
Being a cheap edition of above. 
Vols. I. and II., in paper covers, 1s, 6d. each, 


SONGS. Vol. I., cloth, 4s. 


SINGING QUADRILLES. 
a and Jill,” &e., 1s. 
umpty Dum ty,” &c., duet, 3s. Soio, 1s. 
Hunting Quadrille, — Peel,’ &c., 1s. 
. Singing Quadriile, “‘ Boys and Girls,” &c., 1s. 
List and full particulars may be obtained on application. 
Harrow: J. C. Witsee, Bookseller to Harrow School. 
London: Novetio, Ewer, & Co., 1, Berners Street, Oxford Street, W 


Mss MARIE COPE (Soprano) accepts Engage- 


Fler ments for Oratorios and Concerts. Lessons.—167, New Cross Road, 
on, 


T OUIS KOHLER’S PRACTICAL — 


METHOD. (Practische Klavierschule). 
German Text. 4to, 176 pages. Price 3s. 
No. 1969. 


OMPLETE CATALOGUE OF AUGENER & 
CO.’S EDITION OF CHEAP WORKS NOW PUBLISHED. 


Augener & Co.'s Editions, published with the object of supplementing 
the celebrated Peters’ Editions, have been increased during the last few 
ears to such an extent that they now form an almost complete collection of 
ee Musical Classics, and a choice selection of all that is famous amongst 
¢ Modern Writers. There are now no less than 800 Vols. completed in 
this Edition. 
Augener & Co.'s Editions. which have iated th 
andi =o value with the Peters’ Editions, are favourably =e from 
all others — 
IN PRICE, being uniformly marked at the lowest charge of any existing 
Cheap Edition. 
IN CORRECTNESS, being brought out under the egis of the highest 
Musical Authorities of the Day. 
IN ELEGANCE, for the same superior factors of Fngraving, Paper, and 
Printing, combined with correctness (which hase procured Messrs. 
A. & Co.’s Prizes at the Vienna, Philadelphia, and Paris Exhibitions), 
are now employed in producing A. & Co.'s Cheap Editions. 
N.B,—The complete Pianoforte Works by Robert Schumann (Pauer 
Edition) and Chopin's Works (Klindworth and Scharwenka Edition) for 
example, may be pointed out as worthy of netice, as well as Pauer's 
Children’s Ciassics, with their Illustrated Biographies, woich are unique in 
their way. ‘The Series of Educational Works edited by E, Pauer (used at 
the National Training Schvol, Kensington, the Guilahall School of 
Music, &c.) and by John Farmer (used at Harrow School, &c.) are of the 
greatest importance to all who learn or teach Music. 
Lists gratis from the Publishers, AuGeNER & Co., 86, Newgate Street ; 
81, Regent Street ; and Foubert’s Place, Regent Street. London, | * 








PIANO 
Op. 300. English and 
4d. net. Peters’ Edition, 








ESSRS. AUGENER & CO., Music Publishers, 


86, Newgate Street, London, having reason to suspect that some of 
their COPYRIGHTS have’ been infringed, give notice that any person 
Importing, Offering for Sale, or otherwise Infringing their Copyrights, will 
be proceeded against in due course of law. 


‘“‘THE MONTHLY MUSICAL RECORD.” 
SUBSCRIPTIONS PER ANNUM (Free by Post) :— 
d. 


Postal Union (Europe and America) ... 2 6 
Australia and Foreign Colonies 3 0 


The Scale of Charges for Advertisements in reference to musical matters is 


as follows :— 
Par Pacs 450 
8 in, oe 2. 16 
41n. «. oe 


2 IN. oe ° 16 
rN, 





BY 3 » 29 a 
BY 3 ee 
BY 3 eo ee ee 
B ee ee o oe ee oo 

Smaller Advertisements at the rate of 1s, per line. " 

The Number ofthe “Monthly Musical Record” 
has now reached 6,000 per month. This can be 
verified at Messrs. CASSELL, PETTER, GALPIN & Co.’s, the 
Printers, Belle Sauvage Yard, Ludgate Hill. 











A BOOK OF MANUSCRIPT POEMS FOR 
SETTING TO MUSIC. 
Price 6d, 
Permission for use of words can be obtained from the Proprietors of the 
Copyright, AuGener & Co., 86, Newgate Street, London 
CHORAL WORKS FOR FEMALE OR BOYS’ VOICES 
Of AuGENEeR & Co.’s EpirTion, 
C. REINECKE’S 
‘LITTLE SNOWDROP” 
(SCHNEEWITTCHEN), 
For Soprano and Alto Soli, Chorus of Female Voices, with Pianoforte 


ae 2 a and Recitation (ad /ié.). 
Vocal Score, Red 8vo (go é 


Book of Words (containing , and Words for Music) es 


C. REINECKE’S 
‘LITTLE ROSEBUD,” 


THE SLEEPING BEAUTY 
(DOR NROSCHEN), 
For Soprano and Alto Soli, Chorus of Female Voices, with Pianoforte 


Accompaniment, and Recitation (ad /ié.). 
Vocal Score, Red 8vo (9053) 


Book of Words (containing Recitation and Words for Music) « 


«  C: REINECKE’S 
CINDERELLA” 
(ASCHENBRODEL), 


For Mezzo-Soprano and Soprano Soli, chorus of Female Voices, with 
Pianoforte Accompaniment, and Recitation (ad /id.). 
Vocal Score, Red 8vo (9054) 


Book of Words (containing Recitation and Words for Music) ‘a 


e FRANZ ABT’S 
LITTLE RED RIDINGHOOD” 
; (ROTHKAPPCHEN), 
For Soprano and Alto Soli, Chorus of Female Voices, with Pianoforte 
Accompaniment, and Recitation (ad dé). 
Vocal Score, Red 8vo (9040) 
Book of Words (containing Recitation “and Words for Music) 


ai F RANZ ABT’S 
CINDERELLA” 
(ASCHENBRODEL), 
For Soprano and Alto Soli, Chorus of Female Voices, with Pianoforte 
Accompaniment, and Recitation (ad 4é.). 
Vocal Score, Red 8vo (9041) 
ook of Words (containing Recitation and Words for Music) 


FRANZ ABT’S | 
‘LITTLE . SNOW-WHITE” 
(SNEEWITTCHEN), 


For Soprano and Mezzo-Soprano Soli, and Chorus of Female Voices, with 
Pianoforte Accompaniment, and Recitation (ad ¢id.). 
Vocal Score, 8vo (9042) . 
Book of Words (containing Recitation ‘and Words for Music) 


JOSEF RHEINBERGER’S 
‘THE DAUGHTER OF JAIRUS,” 


Cantata for Female or pore beers with ot Accompaniment 
Vocai Score, $vo (9155) ... ss oss we «=Net 15. 
JOSEF ‘RHEINBERGER’S 


“poOR HENRY,” 

A Comic Cantata for Boys’ Voices, with Pianoforte Accompaniment and 
Speaking Characters. 

Vocal Score, with ccmplete Words, 8vo (9057) oop 





net 35. 
net 6d 





net 35. 
net 6d, 





net 35. 
net 6d. 





net 365. 
net 6d. 


net 3S. 
net 6d 





net 35. 
net 6d. 





net 1s. 6d. 











June 1, 1882.] 


THE MONTHLY MUSICAL. RECORD. 





14! 





ns VOLUMES published in AUGENER & 
CO.’S Edition since January : 


Net. 


ABT, F. Two-Part Songs for Treble Voices. 8vo:— rey: 
es Book I, 12 Two-Part Songs: ... «2. uss | we O TO 
89616 Book II, 10 Two-Part Songs ... o1o 
8740 BACH, J.S. 12 Preludes and Fugues for Organ. ‘Edited 

by Scotson Clark eee ° 30 
8024 BARGIEL, Suite. Op. 31 for the Pianoforte. gto. ie O;2 6 
8030 BEETHOVEN, L. v. Complete 38 Piano Sonatas. 
With Portrait, Illustrated Biography, Metronome, and 
Historical Notes = each Sonata. Edited by E. Pauer, 
Bound in cloth, oe isa pom uw o SO 
8033 —— Easy Pieces ~ the Pianoforte.. ” Selected, cageyes 
and Edited by E, Pauer, 8vo — os 1G 3'@ 
8806 —— 67 (complete) Songs. Edited pi E. "Paver. With 
—— ben paper cover sss. o40 
o 6 6 
8050 BENDE1, F. Andante, “Menuet, and "Adagio, by Mozart 
(Pianoforte) ... Io 


° 
8057 —- I. -_ and Progressive Studies “for Pianofort. 


oro 
8672 BRAHMS. Sd Walzer. Op. 39. For Violin and Piano ... o 1 6 
9117 CARISSIMI, G. Jonah, Sacred Cantata. Adapted from 


the original Latin Text hasd Henry Leslie. Vocal Score o 2 o 
o117a——_ V rts to ditto .. ove ‘4 em ee! C119 @ 
8741 CHIPP, E. 3 Studies. | Op. 7, for Organ o 10 
8753 CLARK, SCOTSON. 1s Marches for Organ we be (Ce 
8780 —— 1 "Marches for Harmonium ? i ‘as ee a 
8093 CLEMENTI, M. 12 Sonatinas for Piano. E. Pauer. 

ae revised Edition eve 


8105 CORELLI, A. 12 Solos or Sonatas for Violin or Violon- 
cll, with a Thorough Bass for the Pianoforte ... 


we. @ 6 © 
8101 COUPERIN. Piéces pour le Claveciri (Lindsay Sloper)... 0 1 0 
8106 CRAMER, J. B. Studies. Selected, Revised, and Supple- 

mented, with Marks of Expression, &e.. by E. Pauer. 

Folio. ‘School Edition, With Portrait, Bound o10 6 
8108 CZERNY. 101 Exercises (New Edition) os seat OE Ds 
8109 —— Etude de la Velocité (N _ Edition) 020 


13140 GOUNOD. Marche C oo rom ‘“ Irene” me Reine de 


Modern. PP: 106. 2 Books, For ne 4to. each o 2 6 
8550 HANDEL. Choruses a. for Pianoforte - b 
Callcott. Books 1. and I ach 


° 40 
7148 —— Ditto for Piano om with Flute, Violin, and Violon. 
a,b cello, 2 Books , «each o 6 0 
7377 ——_ Violin Sonata in E ‘major for Violin and Piano- 


joo The Accompaniment arranged from the original 


red Bass ty Alfred Gibson . 4 

8783 HAND DEL-ALBUM. Short Pieces for the Harmonium, by 
Scotson Clark, 4to ... © 300 

8172 an H. Scales and Exercises. Augmentea and Revised 
ohn Farmer, (Harrow School Series) o10 

8558 HILL R, F. Op, 106, Operette sans Paroles pour Piano 
& quatre mains (Pianoforte Duet). 4to 0 300 

8185 JENSEN, A. Romantic Studies. A Cycle. of 17 ’Piano- 
a,b forte + Op. 8. 2 Books .. a ee each o rt 6 


8662 KAYSER, H. Etudes élémentaires et progressives pour 
a,b,c Violon. Book s . each o 1 Oo 

6801 NAVA, G. anna of Vocalisation for Ladies’ Voices, 
a,b with Pianoforte Ac:ompaniment. 2 Books. ... each 
tons PAUER, E. Merry Musicians. Favourite Dances and 
other cheerful pieces from the works of the most cele- 
brated composers of the 17th and 18th centuries. Cloth, 
ilt sides and SER: 7s. 6d. ; Paper covers coe o 4 6 

PROUT, —_— “ Alfred.” A Dramatic Cantata. 


gost 7 ‘Score ove ° ove 3 
gostia—d@__ Chorus Parts.. we each o o 8 
.B.—Full Score and Orchestral Parts to te had on hire 
from the Publishers. 
8350 REINECKE,C. Children’s Album. 53 Easy Pieces 
8773 RINCK, Selections from his Organ Music. Edited 
ry a apted to — Instruments by F. E. Gladstone. 


° 30 
7083 RORCKEL, ‘J. L.. Air du Dauphin. “Ancienne Danse de ; 
la Cour. For String Orchestra... 
7547¢ —— he Sas ne de St. Cloud. Air de Danse, For Violin 
an 
7744 ROMBERG, 1 B. H. Nocturne for Violoncello and Piano- 


0 o 6 

8380 SCHARWENKA, XAVER. 16 Polnische ‘Tiinze (Polish 
Dances). For the Pianoforte (with Portrait) ... 05 0 
8608 -——, Nordisches. Op. 21. For Pianoforte Duet ... o 1 6 
—— Bilder aus dem Siiden. Pianoforte Duet o 1 6 

14167 ScayRnry: F. cee - 4 Solo Voices and “Chorus 
Male Voices. Op. 1 o1r.e 

14168 —— ot Niaht in the Forest. * Chorus for Male Voices. Op. 
wes aw se 

8925 scHU Mani, R. Requiem. ” Op.” 99. Voice and 

iano 


we 0 O 6 


SPOHR, L. Gran i Duet Concertante. _ Op. a 
8693 For Violin and Pian of te. oe 


° °o 
8289 For Violoncello and Pianoforte ... a : ° 
12898 TINNEY, CH. E. I waited patiently for the Lord «a PO § 








NEW VOLUMES (continued). 


8469@ WAGNER-LISZT ALBUM. _ Selections of favourite 
Pieces from Richard Wagner's Operas, transcribed for 
the Pianoforte by Franz Liszt. Edited by E. Pauer ... 0 2 © 
CONTENTS. 
1. Grand March oe “a «» Tannhauser. 
2. Pilgrims’ Chorus ... ove . ‘Tannhduser. 
3- Romance oe «» ‘Tannhiiuser. 
+ Spinner’s Song... Flieg. Hollander, 
Isa’s Dream eco ow ... Lohengrin. 
8: Lohengrin’ s Reproof to Fisa Lohengrin. 
z Elsa’s Bridal Procession to the Cathedral Lohengrin. 
8. Epithalamium and Brida! Song Loheng? in. 
8476 WAGNER. Taree Overtures transcribed for the Piano- 
forte by E. Pauer 


P oe “ < © 8 0 
Or Singly— 
84762 Rienzi... oe ove oe ww O © O 
84765 Flying Dutchman “<< - we -— «ws ww © 8 © 
8476c ‘annhiiuser o1eo 
8645 the same for Pianoforte Duet by E. Pauer ~ ©3208 
86454,0,c, or, singly, each a + ~~ se o 
WAGNER ALBUM. For Harmonium. By Jos. Liw. 


87944 Vol I.:—Tannhiiuser 
87946 Vol. II. —_ aerngueee. Som, and Tristan 
and Isolde 


London : AUGENER, & Cc 0. Newgate Street and Regent, Street. 
UNDAY MUSIC.—A Collection of roo Short 


Pieces extracted from the Works of the most celebrated Composers 
(Astorga, Bach, Beethoven, Bortniansky, Cherubini, Corelli, Crotch, 
Dussek, Field, Handel, Hasse, Haydn, Hiller, Hummel, Lotti, Marcello, 
Mendelssohn, Mozart, Pergolese, Schubert, Schumann, Stradella, &c.). 

Selected, ‘Arranged for the Pianoforte, and Revised by E. PAuRR. 
Complete with Chromo-litho. (8296), bound, gold sides and edges, net, 
10s. 6d. ; in paper cover, net, 7s. 6d. ; or in 3 Boo! s, each, net, 3s, 


HE FAMILY GIFT BOOK.—A Collection of 


Pianoforte Pieces, comprising *‘ Christmas Music, Pastorals, Hunt- 
ing Songs, Love Songs, Soldiers’ and Sailors’ Songs, Patriotic Hymns, 
National Melodies, Dances of the Olden Time, National Dances and 
Modern Dances,” vo ay of them composed for this Work. 

Revised and Partly Arranged by E. Paver. 
475 pages, with Woodeuts. and poetical quotations, printed on superior 
paper, and elegantly bound, net, 21s. (No. 8275.) 


AUGENER & CO.’s EDITION, No. 875 
_— MARCHES FOR T HE. ORGAN 
(With Pepar Ossiicato), 

By SCOTSON CLARK. 
Blue Oblong Volume, net 4s. 
Marche Anglaise. : ee March, 
Marche aux Flambeaux, 9. Festal Mar 
Marche des Fantémes, 10 i emuation March, 
. Marche des Girondins, 11. Pilgrims’ March. 
. Marche des Jacobins, 12. Procession March. 
. Marche Militaire. 13. Roman March. 
. Belgian March. 14. Russian March. 
Vienna March. 
All these Marches are ghee Sublished singly, in Folio Editions, for Piano- 
forte t Solo, Piano Duet, Harmonium, Organ, &c., at 3s. and 4s. each. 


HAYDN’S TOY SYMPHONY, for Pianoforte 


¢ or two Violins and Bass and Seven Toy Instruments. Full 
score and Parts (7109), net, 1s. Toy Instruments to the above, net, 31s. 6d. 
For Treble Voices, with Eight Toy instruments and Pianoforte Accompani- 
ment. In Full Score and Parts. 8vo (9241), net, 1s. The Voice Parts 
separately, net, 4d. Toy Instruments to the above, 31s. 6d. net. Congiete 
list of Toy Symphonies, &c., to be had gratis on application. 

__ anton AUGEN ER & Co., 86, Newgate Street, and Regent Street. 





MAMSWHS 


NTONIO L. MORA’S NEW SONGS AND 
4 \ BALLADs: 


s. d. 
Cradle Song - es ee ee . ee oe 3 © 
Fireside Friends. Ballad ee es es ee « §°@ 
Take care! Ballad .. « od ee eo eo $0 
Together. Ballad ° 


4 
_ London: ‘AUGENER & ‘CO., Newgate Street and Regent Street. 


OPU LAR PIECES FOR THE PIANOFORTE. 
Edited by E. Pave 
8103 ARCANGELO COREL LI, 12 Popular Pieces from Sonatas and 
Cantatas for String Instruments. ‘Transcribed by E. Pauer. 2s. 
8135 JOHN FIELD. 10 Popular Pieces. Critically Revised by E. Pauer. 2s. 
8221 FRANZ LISZT. > — Pieces. Selected, Partly Arranged, and 
Revised by E. Pau 
8230 F. MENDEL SSOHN. BART HOLDY. 12 Popular Pieces. Fingered 
and Revised by E. Pauer. 2s. 
$345 J. P. boo poe (1685—1764). 12 Popular Pieces for the Clavecin. 
Selected and Revised by E. Pauer. 2s. 
8428 ROBERT SCHUMANN. 17 Popular Pieces. ,Selected, Partly 
Arranged, and Revised by E. Pauer. 2s. 
London: AUGENEK & CU., Newgate Screet and Regent Street 
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AUGENER & CO’S 
UNIVERSAL CIRCULATING MUSICAL LIBRARY 


(Established in 1853,) 


81, REGENT STREET, 


(Four doors from St. James’s Hall,) 


LONDON. 
Subscription—Two Guineas per Annum. 


$e Universan Circutatine Musica Lisrary, established in 1853, has been attended with great 

success, and from that time up to the present, 35,000 different Works have been added to it; so that 
it now forms the most VALUABLE and also the largest Musica Lisrary in the world, consisting of over 
63,000 distinct Works. The importance of the Library has been fully testified by the most eminent 
Musicians of the age. 


The peculiar advantages and distinctive features of the Universal Circulating Musical 
Library are these :— 
I.—It embraces all the Works of every eminent Composer, both English and Foreign. 


IL.—New Compositions of merit and general interest, published in England or abroad, are added to the Library 
immediately on their appearance. Lists of New Music are issued on the 1st of each Month in the Monthly 
Musical Record—Subscription, Free by Post, 2s. 6d. per annum. 
II1.—Subscribers, at the expiration of their subscription, are ENTITLED TO sELECT, from the Works published by 
Messrs. Aucznsr & Co., Music to the extent of one-half of the amount of their subscriptions, at full price. (Net 
Works are excepted.) 











TERMS OF SUBSCRIPTION. 


2 Guineas per Annum. Town Subscribers are supplied with Two Guineas’ worth of Music at a 
28 Shillings per Half-Year. time, which may be exchanged once a week. 
1 ” Comery Subscribers with Four Guineas’ worth of Music at a time, 
ad which may be exchanged every month ; or with Six Guineas’ worth of 
pastettin thew ti tid music, which may be exchanged every two or three months. 


Post-Office Orders to be made payable to “AucznzR & Co., Chief Office, St. Martin’s-le-Grand.” 
Subscribers buying Music will be charged half-price. 





REGULATIONS, 
1. The Subscription is due in advance, and at the commencement of every subsequent term. 


2. When Music belonging to the Library is detained after the expiration of a term, the Subscription is held to be renewed 
for the next term, 


3. All expenses attending the carriage to and from the Library are to be defrayed by the Subscriber, 


4, If any Piece of Music or Book be returned imperfect or dan ch Pi f Musi Book wi 
Price charged to the Subscriber. ry. aeaaged, ouch Fioen Of Waste 6 Book will be cetwenel, sad the 


5. To facilitate packing, and to prevent Music from being rolled up, every Subscriber i lied wi i 
price (2a, 6d.). ‘In no case can Music be sent rolled, by Post, en een Ae ae ent 


6. If Library Copies are bought, the Subscribers to return the blue Library Covers of the same. 


7. Toprevent disappointment, Subscribers should send in Lists containing about double the number of Works i 
supplied with, and regularly enclose their names and addresses in ate returned, of Works they wish to be 


8, The Presentation Music must be taken at the end cf every subscription, 
LIBRARY DEPARTMENT, PUBLISHING DEPARTMENT, WEST END TRADE DEPARTMENT, 


81. Regent Street, W. Beethoven House, Foubert’s Place. 
86, Newgate Street, E.C. Regent Street. 


AUGENER & CO. 
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ICHARD WAGNER. 


PIANOFORTE SOLO. 
BRISSAC, , JULES. Spinning Song, from “‘ Flying med 
CLARK, SCOTSON hengrin,” oo 
DORN, "EDOUARD. - re ann 
“Lohengrin” ° 
“ Rienzi ee ee ee ove ee 
“ Tannhauser”’ eo 
Aa Ne eer Wolfram’s Song, from “ Tannhauser” me 
YKEN, J. von. **Tannhauser.” Easy Fantasia .. 
in.” Easy Fantasia .. 
» F. Spinning Song, from “‘ Flying Dutchman” 
“ae "@ “, hoder Albendstern” (*‘ ‘T'ann- 
Op. 293, - ee * 
a +, “eng i annhauser.” * Op. 255, No.2 .. 
. No. 25, “* Tannhauser,” 2s.; _ 30, 


“Tannhauser.” “Op. 38. Fantasia... 
ZT, F. Grande Marche, from “‘ Tannhause: 
Romance, from *' Tannhauser,” Edited a E. Pauer .. 
Pilgrim's ‘Chorus, from ‘* Tannhiiuser” «é 
_— Song, from ‘ Flying Dutchman, "° “Edited by E. 
auer .. 

Elsa’s Dream and L ohengrin’ 's Reproof. ‘Edited by E. Pauer 
Elsa's Bridal Procession to the Cathedral 
Epithalamium = Bridal Song 
Isolden’s a 

“ Loheng rin” 


RARE bar : 
ITH; Bi TON. “T. fanaa. 
SPINDLER. F. Op. 94 
evised by E 


— oe 


po * 
* Illustration” 
“ Tannhauser,” by 
Pauer :— 


R, Wagner. 
Transcriptions, 
No. 1. Pilgrims’ Chorus — 
2. Romance, “O du mein holder Abendstern ” 
3. Tannhiiuser’s ng 
4. Wolfram’s ae Ais —_ im kihnen Sange” 
5. March and Chorus .. 
Op. © Fyn Duce by R. Ww 
-—- z2a, ‘ tchman,” agner. 
— Revised by E. Pauer :— 
No. 1. S — Song, “Summ und brumm’ du oun 
aidchen’ 
2. Sailors’ Chorus, | “ Steuermann ; Lass die Wacht” 
2 Ballad, “ Traft ihr das Schiff im Meere an” 
+ Duet, “ Mein Herz voll ‘l'reue ” 
. Duet, ‘ Ach ohne Weib und Kind” 
WAGNER, R> First Album Leaf in c os am 
8468 —— Album Leaf (Cheap Edition) .. net 
—— Friedens Marsch from Rienzi, Revised by E. Pauer.. 
March from “ Tannhiiuser,” Transcribed by Hans von 


;, aiaeli 


“ Tannhiuser,” easy cage by 
y' 
_-— Wedding March, from s Lohengrin,” ¥ easy Arrange- 
ment by Eyken . 
—— Overtures, Arranged from the Orchestral Scores by 
E, Pauer :— 
“Der Tannhiiuser ” (No. 30) « a“ és ee 
“The Fly — INO. 31) ee ee ee 
“ Rienzi” ( 
8476 —— 3 ae gee of?) nsctibed b by E, Pauer, i in Vol. net 
8476a, 5, ¢ or sing! one net 
8469 WAGNER.-LISZT. “ALBUM. ‘Favourite Pieces from R, 
agner’s Operas, Transcribed for the Pianoforte by F. 
Liszt, Edited by E. Pauer. In One Vol. .. net 


PIANOFORTE DUETS. 


DORN, EDOUARD. “ Lohengrin” cin. Oe 
‘annhiuser ” 

HERMANN, F. Bridal Song, “from “ “Lohengrin” 

—— Sailors’ Chorus, from “ lying a 

—— March, from ‘‘ Tannhiuser ” + ee 

Elsa’s Bridal Procession, from ‘* Lohengrin” 

LISZT, F. Epithalamium and Bridal Song, aaah ‘“ ‘ Lohengrin.” 
Revised b E, P: ee ee 

RITTER, E. W. 

- Tannhiiuser” 

* ed Dutchman” 

WAGNER Friedensmarsch, from “ Rienzi” 

-— March, from ‘‘ Tannhauser ” 


do. easily, b Eyken.. 
— Wedding March, from “ Lohengrin,” by E yken p 
--— Overtures. Transcribed from = Full Scores by E. Pauer ~ 
“ Der Tannhiiuser” (No. 30) ee 
“The Flyin 


7 evel (No. ) 
“ Rienzi” ( 


"rae 
HARMONIUM, 


L Ow, JOS. Transcriptions for Harmonium and Pianoforte :— 

867 “Flying Dutchman” net 

pe Lohengrin” net 

“ Rienzi” oe ee +. net 

“ Tannhiiuser ” net 

AGNER-ALBUM, for Harmonium Solo, by ‘Jos. Li éwi— 

8794a —— Vol. L., “ ‘Tannhiiuser ” 
87946 —— Vol, IL, ee | Ho! liinder,’ 

“Tristan” . ° 


net 
and 


= Lohengrin,” 
a ve mee 


scataddendt 


0oocoo0o 6860 
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RICHARD WAGNER (Continued). 

VIOLIN AND PIANGFORTE. 
7558a RITTER. “ Lohen 
7559¢@ —— ‘‘‘Yannhauser” . . ee 
562a —— ‘Flying Dutchman” 
WAGNER, R. Album Leaf, Transcribed by Fr. Hermann 


VIOLONCELLO AND PIANOFORTE. 


75585 RITTER. “ Lohengrin o 
7559 —— ‘‘ Tannhiiuser” 
75626 —— ‘Flying Dutchman” 


FLUTE AND PIANOFORTE, 
a Lohengrin - 
** Tannhauser” 4 
“ Flying Dutchman ” 
VOCAL MuSsIC, 
R. Songs with English and German Words :— 
Dost thou not breathe ” (Athmest du nicht), from ‘* Lo- 
hengrin’ ": No, 1, inc, 2s, 6d.; No. 2,in a 
Elizabeth’s Prayer, from, * Tannhiiuser ia 
Elizabeth’s Song, from ** Tannhiuser” 
‘rhe Helmsman’s Song, from ‘‘ The Flying Dutchman” 
Lonely when Hours were Darkling (Elsa's ‘Traum, 
** Einsam in tritber Stunde”), from “ Lohengrin” . 
The ter aaa of Peace (Arie des F bledenbornh, from 
* Rienzi 
O thou sublime | sweet “Evening Star ae du mein holder 
Abendstern), from “ Tannhauser ” 
Prayer (Gebet), from ‘* Rienzi” 
Sound orth 7 Praise (Dir Tone Lob), from % Tann- 
hauser ” 
Spinners’ Song” (Spinnerlied) from “The 
utchman” , 
The Young Shepherd’ s Song (Canzone del Pastore, 
from “ Tannhiiuser.” With German and Italian words 
Wolfram’s First Song, from ‘‘ Tannhiiuser,” for Bass .. 
—— Italian Songs :— 
Canzone ad éspero, from ‘‘ Tannhiiuser ”. 
Canzone del Pastore, from *‘ Tannhiiuser.” 
and Italian words .. 
Erik’s Cavatina, from “ Il Vascello’ Fantasma” 
Preghiera d’Elisabetta, from “ ‘Tannhiiuser.” 
The same, in D. 


7558¢ RITTER. 
— 
75§02¢ —-— 


WAGNER, 


F lying g 


’ With German 


InF 


°o 


° 


°o 
°o 
°o 


° 
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London: AUGENER & CO. hs Nengue Street aa Reyes Sweet. 


OBERT SCHUMANN’S Complete Pianoforte 
Works. Edited by E. PAUER. In Octavo Volumes. He. 





6401 Op. 1. 


Air oa the name *‘ Abegg” with — 
6402 Op. 2. 


Papillons a 
Etudes d’aprés les Caprices de Paganini .. ee tee 
Six Intermezzi ... 
Impromptu on an Air of Clara ‘Wieck 
Die Davidsbiindler ... 
. Toccata ... set we 
ico On 8. — ae .o «0 “—“ «@ 
1409 ‘arneva “ 

6410 Op. me Six Studies after Paganini’ s Caprices 
6411 Op. 11. Sonata in F sharp minor 
6412 Op. 12. Phantasiestiicke 

Or the above 12 Works in 1 Voi., net, 6s. 
6413 Op. Etudes en Forme de Variations... 
6414 Op. Grande Sonate in . minor 
6415 Op. Scenes from Child! - 
6416 Op. 16. Kreisleriana. Eight Fantasias 
6417 Op. 17. Fantasia in c major 
6418 Op. 18. Arabesque “a 
6419 Op. 19. Blumenstiick ooo 
6420 Op. 20. Humoreske ees a we 
6421 Op. 21. Novelletten ... eee 

Or the above Works i int t Vol., ‘het 6s. 

Op, 22. Sonata (No, 2) in G minor. one eco 
Op. 23. Night Visions (Nachtstuicke) 


one 


13. 
14. 
15. ee 
ove 


o o- 


6422 
6423 
642 
_ Wien)... oi a ese 
6425 ‘ Romances “ 
6426 O cherzo, Gigue, Romanza, ‘and Fughetta 
6427 Concerto in A minor.. 
56. 6 Studies for the Pedal Piano 
4 Sketches for the Pedal Piano 
. 60. 6 Fugues on the name of “ Bach” 
Op. 68. Album for Young People (Jugend- Album). 
Piano Pieces, with Advice to Young Musicians 
Or the above ro Works in 1 vane net, 6s. 
. 4 Fugues ose ose 
. 4 Marches... 
. Forest Scenes... 
Introduction and Allegro Appassionato... ee 
. Leaves of Different — (20 Pieces) ... 
3 Phantasiestiicke .. dia 
3 Sonatas .. 
" ion Leaves: (20 Pieces)... “in 
Piano Pieces in Fughetta form 
leeening Songs (5 Pieces)... ee 
Concert Allegro, with Introducts. m 
Or the above 11 Works in 1 Vol., net., 6s. 


ee 


Op. 26. Carnival’s Jest _— — (Faschingsschwank aus 
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IN veneers Published within the last Month by 
AUGENER & CO., Newgate Street and Regent Street, London ; 
and to be had of all Town and Country Music Sellers. 
PIANOFORTE. SOLOS. 


FIELD, ee. Popular Pieces. Revised ' E. hb grt: a 
0. 1. Rondeau favori in a } 
Rondo ina flat ood ove 
Nocturne, No.5 ... 
Nocturne pastorale 
8. Polonaise a 
TSCH AIKOWsKI, T. Chant sans Paroles.. 
PIANOFORTE DUETS, 
PAUER, E. Concordia. Collection of Standard Pieces. Selected, 
Fingered, Revised, and Arranged (the Primo without Octaves): 
N . Handel. Allegro from the 2nd Organ Concerto ... 
Mozart. Presto from Duet Sonatain B flat. 
Beethoven. Andante from Trio in B flat, Op. 11 
eber. inuet *s 
Mendelssohn. Song without Words in g flat 
VOLUMES. 
87570 BEST, W.T. Handel Album, containing Extracts from 
Instrumental Music by Handel, now rarely performed. 
‘The Curtain Tunes, Marches, and other Incidental Music 
from the Italian Operas, Selections from the Sonatas for 
Stringed Instruments, Organ and Harpsichord Music, 
Oboe Concertos, Grand Concertos, Water and Fire Music, 
&c. Arranged from the Scores for -~ Organ. In 4to 
Vols, rir Vol, XIV. each net 
CONTENTS. 
Minuet from the 4th Oboe Concerto, 
Overture to the Opera *‘ Sosaruh,” 
Allegro from the Water Music, 
Minuetto from the Water Music. 
Prelude to the Anthem ‘“‘O praise the Lord, ye Angels of His.” 
Choral Fugues from the Anthem “ The King shall rejoice.’ 
8803 CONCONE, » The School of Sight-Singing,. Practical 
ass. 


2. 
5. 
6. 


” 





Method for Arranged and edited by B. ittgen. 4to 
net 
8149 GURLITT,C. The Classicality. The Melody ‘‘ Ach du 
lieber Augustin” (Buy a Broom), humorously treated in 
the style of Classical Composers. Op, 115, for Piano Solo 
net 
13814 HATT Nate j.L. The — of the Bells at Home. cena 
Frei ong ior S. C. T. 8... 
8358 R EINBERGER, JOSEP. Legend “of the Wood (wala 
iirchen). Concert-sketch. SY att ne 
8412 SCHUMANN Phanspeip-stbcke. Op. 12, Carefully 
revised, fin ered, and supplemented with instructive Anno- 
tations by oritz Moszkowski (Harrow School pasion) ame 
8645 WAGNER, R. Three iene arranged for Piano Duet 
by E. Pauer.. o net 
86454 7 NOverture, * Rienzi.” Arranged “for Piano “Duet nd 
* as “ ne 
86456 —— Overture, ‘‘ Flying Dutchman.” ‘Arranged for Piano 
Duet by E, Pauer ... sa aah net 
8645¢ —— Overture, * Tannhiiuser. Arranged for Piano Doe 
. Pauer .. net 
LD ENGLISH COMPOSERS. 
For the hy ams and Barve. A Collection of Preludes, 
Galliards, Pavanes, unds, Chaconnes, Suites, Overtures, Sonatas, &c. 


&c. Selected from the Works of William Byrde, Dr. John Bull, Orlando 
Gibbons, Dr. John Blow, Henry Purcell, and Dr. Thomas Augustine Arne, 
Revised ard Edited oe! E. PAUER. With Portrait of Purcell, Biographical 
Notices by W. A. Barrett, &c. &c. 4to, elegantly bound, net, 10s. 6d. 

AU GCENER’ & CO., Newgate Street and Regent Street, London. 


8 cts FAVORITE TUNES (Unsere Lieblings 


Melodieen). A Collection of Melodies, Ancient and Modern, 
Arranged for the Pianoforte by Corngtius Guriitt. Op. 106, 
No. 8146a, 6 Pianoforte Solo, each net 2s. 6d. 
No. 7375 ay and Violin, net, 4s, 
_Lendon: AUGENER & CO., Newgate Street and Regent Street 


1 ENRY SMART'S Four-Part Songs for Soprano, 
Alto, Tenor, and Bass. 4s 
13885 Autumn Song 
13886 ‘he Gipsy’s Song 
13887 My Love is like the ‘Swallow 3 
13888 Summer Offerings .. ° 4 
London : AUGENER & CO., ‘86, Newgate Street and ‘Regent Street. 


ANCES BOHEMES pour le Piano a quatre 
mains, J. Low. Quarto Volume, obl 8 y 

AUGENER & Co. Weccaas Street poor Fy Mga an 

LISZT. Missa Solennis (Graner Messe) zur 


Shae der Basilica in hen a i 


ore .. bog 2 ° ° 
Vocal Score .. 


AUGENER & ( ‘CO., Newgate § Street BS Ragen Street. 
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London : 


EW MUSIC published during last Month, to 
he nod of AUGENER & CO., Newgate Street and Regent Street 
a. 


London. 
Books I., If. 


DVORAK, A, Walzer fiir Clavier. Op 54. each o 8 o 
— Drittes Quartett (c dur), for two — Tenor, and Violoncello. 
‘ditto 


Op. 61 sts .. Parts 

ae Op. 61. ” Arranged for Piano Duet 
Composer .. 

KIRCHNE ER, Th, Kindertrios for Piano, Violin, and Violoncelio 

eac 


8. Two Books. =? 
MOZART* S WORKS. Series VI. Book I., Nos. 1—23. Arien, 
With Orchestra Score net 


| Duette, Terzette, and Quartette. 

| REINECKE, CARL. | ‘‘ Zur Jubelfeier.” Overture for Grand 
Orchestra. Op. 166. Score 

| SAR ASATE, P. pg. Sp nische Tiinze for Violin and Pianoforte. 
Book 1V. Op. 26. Arranged for Piano Duet sab 

| ecutee ED. Concerto (G moll) for Pianoforte with wecompani- 
ment of Orchestra. Op. 7. Score ‘ 


AUGENER & CO.'S. EDITION. 
ROBERT SCHUMANN’S 
SYMPHONIES FOR FULL ORCHESTRA. 


Arranged for the Pianctorte by E. PAUER, 
Pianoforte Solo. Comngtoten y iy net 6s., or bound in cloth (8426*) 


roo 


° 


° 





No. 1, in B flat (8426a) net 18. = No. 3, in & flat (8426c) net 1s. 6d, 
‘2, in c (84264) net 1s. 6d. 4) in Dminor (8426d) net 1s. 6d. 
F Pianoforte Duet. Cony og he net 8s. ; or. bound in cloth (8620*) 


No 1, in B flat any net 2s, “at ea 3, in E flat (8620c) net 2s. od. 
2, in C (86206) .. net 2s. 4, in D minor (86204) net 2s, od. 
‘Few symphonies lene less than " Schumana’ s by transference from the 

orchestra to the piano, because instrumental colouring was the composer's 

weak point. We therefore cordially welcome Herr Pauer’s transcription of 

Schumann’s four symphonies for piano solo and duet, The arranger’s task 

has been by no means an easy one, but it has been excellently performed, 

and students who have but few opportunities of hearing these great works in 
the concert-room will be glad to make their acquaintance at home. It goes 
without saying that the solo arrangement is more difficult than the duet, 
but, while both require good playing,, neither is beyond the reach of fairly 
advanced performers.” — Zhe Atheneum, August 7, 1880, 


London: AUGENER & CO., Newgate Street and Regent Street. 
C. REINECKE. 


Op. 127. Six Sonatinas. 
Or singly : 
No. 3, inc 
2, inG 
3, inF 
4 in A 
5, inG minor, Papageno Rondo 
6, in A minor oe 
Six Miniature anned Complete 
. I, in ¢ . 
2,inG. 
3, in F ose 
4, in A minor 
5, > 4 





Complete 


one 
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Forty Childvew s Two Books, each oe 
London: AUGENER & CO., Newgate Street and Regent Street. 


VON BEETHOVEN. Sonatas for the Piano. 


e forte, with Illustrated Biography, Historical Notes, Metronome, 
Portrait. Revised by E. Paver 


Augener & Co.’s Edition, No, 8030 (large 8vo), in paper Covers, 5s. 
In boards, gilt sides and edges, 7s. 6d. 


AUGENER & CO., Beethoven House, London. 


CONTENTS. 


Wacner’s “ Der RING DES NIBELUNGEN.” 
** ALFRED”: A CANTATA. By E, Prout. 
BEeRLIOz ON WAGNER. 

GERMAN OPERA SEASON AT Drury LANE. 

Our Music Paces: Cuorus FROM Prout’s “ ALFRED.” 

ForgIGN CORRESPONDENCE, 

REvigEws, 

Concerts: CrysTaAL Pavace, THE SacrEo Harmonic Society, 
Puitywarmonic Society, RichtTeER Concerts, SyMPHONY Con- 
CERTS, BorouGw oF Hacksgy CHoRAL AssociaTIon, Mr. 
GANz's ORCHESTRAL CONCERTS, 

Musica Norss. 

TRADE AND PROFESSIONAL ADVERTISEMENTS. 

AUGENER AND Co.’s Novettizs; New Music PusiisHED puRING 








By Fr, Niscks. 
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hg 





